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PLAN OF ARRANGEMENT 


Within each major composer listing the arrangement of items is in 
an alphabetical sequence. For those from Mozart and Haydn on, who 
utilized generally similar structures, the principal divisions are: 

Ballet Music 
Concertos 
Incidental Music 
Masses 
Opera 

Orchestral Music, with subdivisions: 

Overtures 
Symphonies 
Tone Poems, etc. 

Piano Music (other than sonatas) 

Quartets 

Quintets 

Sonatas 

Songs 

Trios 

Variations 

Voice and Orchestra 

Within each category the sequence is either alphabetical (as in the case 
of songs and overtures), numerical (as in the case of symphonies and 
sonatas), or in the order of their occurrence in a stage work (as in opera 
excerpts or incidental music). 

The system, of course, is varied to accommodate the structures em- 
polyed by pre-Haydn and post-Brahms composers, though here too Con- 
certos would be found at the head of the section and Variations at the 
end. 
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KEY TO SYMBOLS 


Reproduction I nterpretation 


Price 


* inferior 
satisfactory 
exceptional 
— poor 


f tolerable 
ff capable 
fff outstanding 
p incompetent 


$ economical 
$$ equitable 
$$$ exorbitant 


TABLE OF ABBREVIATIONS 

‘Set^ is used to indicate any work sold in an album which requires all 
the records of that album for its complete performance. If more than an 
odd side is devoted to another work, the numbers of the individual rec- 
ords are given. Thus, V-Set 805 contains four separate works of Johann 
Strauss. In my listing each is accounted for by its individual number. 
However, the Rodzinski version of Tchaikovsky’s Romeo and Juliet 
overture is noted as C-Set 478 because the three records of the album are 
necessary for its complete performance. 


RECORD MANUFACTURERS 


C Columbia 

Ch T echnicord 

D Decca 

Dom Dominant 

FRM — Friends of Recorded Music 
G Gamut 


M- 


-Musicraft 


NMQ — New Music Quarterly 

R Royale 

S Schirmer 

T ^Timely 


V- 


- Victor 


IMPORTANT NOTE: The prices herein listed are os of November 1, 1941. They do not 
include the manufacturer's defense tax^ which reaches the purchaser as a 5 per cent 
levy on the list price. 
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INTRODUCTORY NOTE 


This book has one simple purpose: To provide a personalized com- 
mentary on all consequential recordings of serious music available in 
American catalogues. These terms obviously require some definition, 
which follows. 

A “personalized commentary/* in my judgment, calls for an estimate 
of the mechanical, the artistic, and the economic elements represented 
in a given recording. Where duplications exist, they are considered com- 
paratively in all these respects. 

A “consequential recording,” similarly, is one which is offered by the 
sponsoring company as a representative treatment, whether it be of Stra- 
vinsky’s Tilim-Bom, in thirty-seven grooves, or of Mozart’s Don 
Giovanni, on forty-six sides. 

And, finally, “serious music” is not an estimate of the end product 
but a description of the artistic intent and the technical integrity with 
which it was composed. I may clarify this by saying that I consider all 
of Johann Strauss serious music, and very little of Lehar or Oscar 
Straus. Those who wish to argue may do so, by way of the publishers. 

One intention I disavow wholly — ^the one of “leading the listener by 
the hand” into some Promised Land in which access to the adagio of the 
Schubert “C major Quintet” will be as simple as comprehension of 
Sibelius’ Valse Triste. I am just as eager to provide a dependable guide 
to recorded Sibelius as I am to recorded Schubert, but the reader will have 
to make the transition from one to the other unaided by any short cuts 
known to me. If I have imposed my predilections and prejudices on him, 
it is, in any case, unconsciously. My partialities — Smetana rather than 
Dvorak, Von Suppe rather than Goldmark, Puccini rather than Pon- 
chielli, let us say — remain my own. On that basis, I am agreeable to 
letting the reader retain his own. 

I have conceived as the spatial limits of the records included herein 
the contents of the catalogues of the major domestic companies and such 
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minor ones as produce relevant material. Whether I might have decided 
otherwise or not, the European situation since the fall of I939) when this 
project was initiated, has precluded any consideration of foreign record- 
ings not reissued here. Largely speaking, however, the deprivation is a 
good deal less important than it might have been half a dozen years be- 
fore. In that period the reissue of virtually all important products of 
American aflSliates has become a matter of mere business routine. 

These facts established, it may interest the reader to know what repre- 
sents my criterion of excelling reproduction, to which, in an ideal situa- 
tion, every record in this volume would conform. There are several of 
such quality, but I may cite, as one which insists on entering my mind 
immediately, the Don Quixote of Strauss, as recorded for Victor by 
Ormandy, Emanuel Feuermann, and the Philadelphia Orchestra. The 
sonorities are immaculately pure and beautifully rounded; the distinc- 
tion of detail is extraordinary and unremitting ; the amount of hall reso- 
nance is remarkably just. Similarly, the cello is unfailingly recognizable 
as such, with never a possible confusion with a double bass or viola. The 
solo instrument is much too forward for the ultimate justice to this 
piece, but in terms of pure sound the experience is a deeply satisfying 
one. The surfaces are not as noise-free as those of English Parlophonej 
for example, but they are certainly inoffensive. 

To provide the reader with a similar touchstone for my conception of 
complete and insuperable interpretation, I would offer the Budapest 
Quartet's playing of the Beethoven C sharp minor Quartet, There 
are at least a hundred parallels, in this volume, for that amazing blend 
of recreative intention and wholespirited accomplishment, but it will 
serve, as an example, as well as any other among them. There is will and 
there is skill in this performance; knowledge and flowering emotion; a 
studied comprehension of the composer's idiom and a brilliant correla- 
tion of it to the specifics of this score. And, as final test of any consum- 
mate recreation : when the swirl of music carries one, even if only slightly, 
from the anticipated course, there is that safest of feelings that the guid- 
ing hand is an intelligent one, and this channel is a way, which had not 
been visible before, to the main stream of this work. 

As a final physical factor, the reproductive system to which the judg- 
ments in this guide are keyed : I utilize as a basic criterion a phonograph 
unit which includes an Astatic crystal pickup, a Lafayette amplifier (of 
the Overture type), and a twelve-inch speaker assembly. The circum- 
stances of research, however, required me to hear many of these disks 
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on another unit, also utilizing crystal pickup, separate amplifier, and 
speaker. However, in any series of records thus played, I was certain to 
encounter a number whose characteristics, in reference to my own equip- 
ment, were clearly fixed. And, by incessant transit between the two units, 
a control of judgment was established which satisfied my appraisal of the 
difEerences between them. 

I pretend to no equal omniscience in the music of Cravez and Cha- 
brier, Vivaldi and Varese, or even composers separated by less time and 
musical development. I anticipate insufficiencies of execution on my part 
with shame but also with hope. The more of them that are brought to 
my attention, the more valuable the subsequent editions of this volume 
will be. 


Irving Kolodin 


New York 
November IS, 1941 
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ALBENIZ, ISAAC 


OPERA 

PEPiTA JIMINEZ 


Intermezzo. E. F. ArbSs conducting 
the Madrid Symphony Orchestra, 
C-67820 — $1. [*ff$$]. 

It is undoubtedly a privilege to have 
Arbos’ treatment of this music on 


records, but it hardly seems impera- 
tive that the recording should have 
been of this inept quality. Brasses 
are nasal, strings unpleasantly edgy. 


PIANO WORKS 

CANTOS DE ESPAfiA 


No. 3 : Sous le palmier. Alfred Cortot, 
V-izji — $.75. '[^ff$$]. Janine JVeil, 
D-20216 — ^$.50. 

There is scarcely a measurable dif- 
ference between the recorded quality 
of these two performances. How- 
ever, the interpretative edge is all in 
favor of Cortot, who plays with a 
good deal more animation than Weil. 

No. 4 : Cordoba. Jose liurbi, piano, 
^-1844 — $.75. [^*ff$$]. La ArgeU’’ 
tina, miith orchestra, jD-20529 — $.50. 
[♦fff$$ 3 . Charles 0 * Connell conduct- 
ing the Victor Symphony Orchestra, 

i^-36318— $.75. [***ff$$]. 

No DOUBT many composers would 
envy Albeniz the distinction that this 
music has been played and replayed 
so much that a clear impression of 
its basic character is difficult to at- 
tain. To this taste it is to be found 
not in the well-sounding, overemo- 
tionalized piano version of Iturbi or 

IBERIA 

Evocacidn. Guiomar Nova'is, piano, 
(7-71171 — $1. [**ff$$]. Arb 6 s and 
the Madrid Symphony Orchestra, 
(7.^7708— $1. [*^ff$$]. 

Either of these is a satisfactory 
acquisition, depending on the reader’s 
preference for a piano version or 


in the expansive recording of O’Con- 
nelFs own orchestral arrangement 
(which, after the opening irrelevant 
tam-tam, is excellent) but in the 
modest, authentic performance of 
Argentina. Her castanets are repro- 
duced with amazing fidelity and 
nuance, full of inflection and subtlety. 
Of the others, I should prefer to own 
O’Connell’s Ravelesque transcription, 
if only for the magnificent sound of 
the orchestra (in all respects but the 
name, probably, the Philadelphia). 

No. 5 : Seguidillas. Cortot V-is%i — ^$.75. 
[**ff$$]. 

A MARVELOUSLY deft performance by 
Cortot and, fortunately, one that is 
substantially better reproduced than 
the item listed above. It remains 
weakish, as contemporary piano re- 
cording goes, but it is vivid enough 
to convey his incisive rhythmic feel- 
ing and sense of phrasing. 

Arbos’ expressive treatment of his 
own idiomatic transcription. Novaes’ 
special tactile sense of the piano is 
admirably reproduced here. The 
Arbos disk is now of venerable years, 
but its merits are still considerable. 
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El Puerto. Arhos and the Madrid Sym- 
phony Orchestra, (7-67708 — $1. 
,[**££$$]. Leon Kartun, piano. 
i>-2594i— $.75. [*ff$$]. 

Arbos has a clear advantage here, 
for the Kartun version is limited in 
fidelity and not persuasively played. 

El Corpus en Sevilla ("Fete-Dieu 0 
Seville"). Arbos and the Madrid 
Symphony Orchestra. (7-67709 — $1. 
[*^£f$$]. Stoko^wski and the Phila- 
delphia Orchestra. 

The output of sound in the Stokow- 
ski version (for which no arranger 
is credited) soundly shames the 
Arbos effort, but the former has 
hardly more authenticity than a 
Spanish omelette produced in the 
sanitary tile of Childs’. It is blowzy 
and overstressed, with the colors laid 
on by a paint-gun rather than a 
brush. The Arbos version (he uses 
his own excellent arrangement) is 


not nearly so loud nor so exciting, 
but its values are more durable. 

Triana. Novaes. 67-71171—$!. ["^* 1 $$]. 
Da^vid Saperton, piano. F-13664 — ^$1. 
[**££$$]. Moriz Rosenthal. D-25875 
— $.75. *[*£!$$]• Arb 6 s and the Ma- 
drid Symphony Orchestra. 67-677x0 — 
$1. p^f£$$]. 

The excellent art of Novaes is, for 
unaccountable reasons, sadly eclipsed 
in this per£ormance, £or it is blurred, 
inaccurate, and quite spiritless. How- 
ever, it remains the one relatively 
desirable among the piano perform- 
ances, for Saperton uses Godowsky’s^ 
unbearably ornate arrangement (he 
plays it with remarkable fluency and 
the recording is good), and Rosen- 
thal’s sound playing of the original 
is hardly more than a tinkle on this 
disk. Taking all factors together, 
my choice would be the Arbos rec- 
ord, with its sensitive transcription 
and honest, affecting execution. 


Malaguena. Cortot. 

[♦^£f$$]. 

Cortot responds to this music pos- 

SUITE 

Granada. Conchita Supervia. — 

$-75« [**fff$$]. Locatelli Orchestra. 
C-363 — $.75. [**£$$]. Odeon Orches- 
tra conducted by Pascual Codes, 
D-20372— $.50. [*f$$]. 

SuPERViA’s version is, of course, not 
the original one, but it is far closer 
to the spirit of it than the Locatellis’ 
(which would be more appropriate 
for "O Sole Mio”) or the hard- 
working, unproductive group di- 
rected by Godes. She sings with an 
infinite command of accent and 
wonderful nuance. The recording is 
unbalanced, but the disadvantage, 
fortunately, is on the side of the 
orchestra. 

Sevillana. Iturhi, piano, F-11562 — ^$1. 
[♦*£f$$]. La Argentina, twith orches- 
tra. jD-20527 — ^$.50. [*fff$$]. 

At half the price Argentina offers 
a good deal more than double value, 


sessively and with a superb sense of 
color, inflection, and nuance. The 
recording is good. 

thanks to the bite and pride of her 
rhythmic feeling, the utterly vivid 
picture this disk conveys of one of 
her finest dances. The reproduction 
is no more than tolerable. Iturbi’s 
fussing with the tempos, his stops 
and starts do not appeal to me. 

Cadiz. Ricardo Vines, piano. 1^-4331 — 
$.75. [*ff$$]. Locatelli Orchestra, 
^-363 — $.75. [**£$$]. Orquesta Iber- 
ica de Madrid led by G. Lago, 
i7-20373— $.50. ['''f$$]. 

None of these is the treatment this 
superb music deserves. Vines plays 
with steady concentration on the 
style but not enough impulsiveness. 
Of the two orchestras the Locatelli 
group has more feeling for the fine 
tune. The Iberica ensemble (all 
plucked instruments) sounds like an 
out-of-tune barrel organ — in other 
words, a barrel organ. 


RUMORES DE LA CALETA 
F-isSi— $.75. 


SUITE ESPANOLA 


ALFVJ^N 
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TANGOS 


In A Minor. Ricardo Vines. F-4331 — 

$.75. [^ff$$]. 

The tone of Vines is drastically per- 
cussive here and not particularly to 
my taste. The recording is fair. 

In D. JVilhelm Bachaus, piano. ^'-1445 
— $*75- [^fff$$]. George Copeland, 
piano. F-15346 — $1. [**f$$]. Kreis- 
ler, ‘violin. — $.75. [**ff$$]. 

Emanuel Feuermann, cello. C-17158 
$.75. [^*f$$]. William Murdoch, 
piano. i)-20324 — ^$.50. [*ff$$]. 

As IF to prove that nothing is impos- 
» sible in music, Bachaus of the 
austere reputation offers an interpre- 
tation that is the ultimate of sensi- 
tivity, grace, and resilience. It is 
fairly well recorded. Copeland has 


an advantage in this respect, but I 
cannot agree with his unceasing 
arpeggiation (in the name of ex- 
pressiveness). Murdoch’s remote 
position is due wholly to his use of 
the complex version by Godowsky. 
Feuermann has more technical com- 
mand for the Kreisler version than 
the transcriber, but both have a 
misconception of the basic style. The 
Feuermann is a better recording. 

Espagnole. Copeland, piano, i^-15346— 

$1. [*^ff$$]. 

This item bears no further descrip- 
tive designation. However, it profits 
from an interpretation above Cope- 
land’s usual level, and the recording 
is also commendable. 


MISCELUNEOUS 


Jota Aragonesa. Orchestra Sevilla led 
by Joaquin Roherti. D-20371 — $.50. 
[*f$$]. 

The local color in this performance 
(extending to a guitar which sud- 
denly emerges from the ensemble) is 
persuasive, but the recording is not. 
Malaguenas. George Copeland. /^-i624 
-$.75, [*ff$$]. 

The playing is competent, the re- 
cording a little below the level it 
merits. 

ALFVEN 


Navarra. ArbSs and the Madrid Sym- 
phony Orchestra. ^-67821-—$!. 
[*ff$$]. 

Though this bears a higher cata- 
logue number than certain other 
Arbos performances, it is my re- 
action that the recording is inferior 
— a good deal less incisive, not as 
well* balanced. 


HUGO 


Elegy (Gustave Adolf II). Nils Grevillius 
conducting the Stockholm Concert 
Association Orchestra, r-13654— $1. 
[*^ff$$]. 

A WELL-BALANCED performance, 
energetically directed and efficiently 
performed. 

Midsummer Vigil. Grevillius conducting 
the Stockholm Concert Association 
Orchestra. V-Set 788 — $2.50. 
[^^ff$$]. 


The neo-Grieg strain in this music 
is cunningly underlined by Grevil- 
lius, a conductor of skill and re- 
sourcefulness. The recording is ex- 
cellent. 

Skogen sover. Jussi Bjoerling, tenor. 
jr-12831— $1. [«*ff$$]. 

Bjoerling’s superb voice sounds as 
well here as on any disk I know of. 
He uses it with consistent discrimi- 
nation and control. 
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ARCADELT, JACOB 


Ave Maria. Palestrina Choir led by 
Nicola A, Montani. F-21622 — $.50. 

Unwersity of Pennsylvania 
Glee Club led by Harl McDonald, 
[***££$$]. Sistine 
Choir directed by Monsignor An- 
tonio Rella, ^-7812—$!. [*££$$]. 
There is the greatest devotional 
feeling in the first of these as well 
as the soundest musical values. 
McDonald’s group is efficient and 


businesslike, the Sistine Choir de- 
feated by echoey, unfocused record? 
ing. 

Bianco e dolce cignO/ II. Trapp Family 
Choir, r-1964. — $,75. [*'^ff$$]. 

The suave, well-controlled tonal 
texture of the Trapp group is much 
to their advantage here. The record- 
ing is sufficiently strong and finely 
balanced. 


ARENSKY, ANTON 


PIANO WORKS 


Serenade in G. Elman, violin, r-1434 — 
$.75. [♦££$$], 

There is grace of the best Elman in 
this sweeping, finely phrased per- 
formance. However, the recording 
has the nasality of early electric re- 
production. 

Suite, opus 15: Romance. Ethel Bartlett 
and Rae Robertson, pianos, U-17198 
-$.75. [*^ff$$]. 

I wouLn like to hear more of this 
ingratiating work from these able 
musicians, but it should be recorded 


with less blurring than this disk. The 
spirit of the playing is altogether 
admirable. 

Suite No. 3: Volse. Harold Bauer and 
Ossip Gabrilovoitsch, pianos, F-8162 
-$i. [*ff$$]. 

The pleasure these artists took in 
playing together is evident in every 
measure of the performance, which 
is assuredly con amore. It is no 
prize exhibit as recording, but the 
flexibility and style of the playing 
are audibly evident. 


ORCHESTRAL WORKS 


Variations on a Theme by Tchaikovsky. 

Frank Black and the NBC String 
Orchestra. 7-12096-7 — ^$2. [**ff$$]. 
The good playing of this able group 


is presented under the disadvantage 
of dull, unresonant recording. The 
virtues of the material are well- 
exhibited by Black. 


SONGS 


Autumn. Vladimir Rosing, D-29049 — 
$1. Pf$$$]. 

There are some records of Rosing 
which justify a premium above the 
ordinary Decca price, but this is 
hardly one of them. His voice is 
unmercifully forced, the production 
unsteady and labored. It is also an 
inferior recording. 

Lullaby. Rosing, D-29049 — $1. [^f$$$]. 
See entry above. 


On Wings of Dreams. Rosa Ponselle. 
7-16451—$!. ,[**ff$$]. 

Ponselle uses her lower voice af- 
fectingly in this song, but the upper 
tones are constricted and unpleasant. 
The aid she receives from Romano 
Romani, piano, and Mischa Violin, 
violin, is workmanlike but no more. 
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ARNE, THOMAS 


Comus: Preach Me Not Your Musty Rules. 

John Charles Thomas^ j^-2054 — ^$.75. 

Thomas has a good broad conception 
of this air and projects it ener- 


getically. I recognize the niceties in 
his enunciation, but the steady repe- 
tition of them imparts a stilted, un- 
persuasive effect to his performance. 
He sings with piano. 


AUBER, DANIEL FRANgOIS 


Cheval de Bronze, Le: Overture. Constant 
Lambert directing ike London PhiU 
harmonic Orchestra. V-xzsix — $1. 
[**ff$$]. 

The robust performance of Lambert 
is sonorously reproduced, with a 
good dynamic range that encom- 
passes its occasional subtleties also. 

Diomonts de la Couronne, Les: Overture. 
Lambert and the London Phtlhar^ 
monic Orchestra. F-jzZoS — ^$x. 
[**ff$$]. 

It is doubtful that Auber ever heard 
such tone in a performance of this 
work as the strings of the London 
orchestra produce here. There is 
steady quality in the conductor’s 
feeling for the music, and equal 
virtue in the reproduction of it. 

Fra Diavolo: Overture. Julius Harrison 
conducting the Hastings Philhar- 
monic Orchestra, £>-25642 — $.75. 
[*ff$$]. Rosario Bourdon conduct- 
ing the Victor Symphony Orchestra, 
V-22QQ% — $,50. [*f$$]. 

One could hardly call the Harrison 


performance the perfection of re- 
cording, but what is heard has far 
more snap and incisiveness than the 
easygoing treatment of Bourdon. 
Those who accept this recommenda- 
tion should be prepared for a deal 
of surface noise. 

Masa niello: Overture. Adrian Boult and 
the BBC Orchestra, ^-11838 — $1. 
[*^ff$$]. Victor Alix conducting an 
unidentified orchestra, £>-25127 — 
$- 75 * [^ff$$]- Molajoli and the 

Milan Symphony Orchestra, C-7268 

[^ff$$3. 

Thanks to Boult’s rousing estimate 
of this work, the excellent playing 
of the orchestra’s solo instrumental- 
ists, and the balanced reproduction 
of all the elements, one is spared the 
necessity of matching small advan- 
tages in the two flawed performances 
of Alix and Molajoli. In fact Boult’s 
superiorities are so pronounced that 
the qualities of the other two inter- 
pretations can be passed by. 


BACH, JOHANN CHRISTIAN 


Concerto in E flat for Harpsichord and 
Strings, opus 7 , No. 5 . Ralph Kirk- 
patrick, harpsichord, and string trio, 
M-Set 38-43-50. [*^ff$$]. 

The tone of Kirkpatrick’s instru- 
ment is not flattered by this dull 
reproduction, and the surfaces are 
more than a little gritty. However, 


it is valuable to have the music as 
capably presented as it is by Kirk- 
patrick. 

Concerto in G, opus 1 , No. 6. Marguerite 
Roesgen-Champion, with a string 
trio, F-4441-2— $1.50. [**ff$$]. 

I WOULD prefer more string support 
than Roesgen-Champion enjoys here, 
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though the clarity of detail is con- 
siderably enhanced thereby. The 
performance is thoroughly able. 

Sinfonia in B flat Willem Mengelberg 
dnd the Phtlkarmonic-‘Symphony Or- 
chestra, F-7483-4 — $z, [*ff$$]. Men- 
gelberg «with the Concertgebouna 
Orchestra of Amsterdam. ^- 25014 — 
$.75. [*ff$$]. The same. C-67473 — 
$1. [*ff$$$]. 

Mengelberg^s affection for this en- 
gaging score is truthfully revealed 
by the listing above, which shows his 


responsibility for the three existing 
versions. However, one hopes that a 
new recording of it will soon be 
available, either from his or other 
hands, for all the disks cited above 
are considerably outdated. It should 
be noted that the European per- 
formances (pressings of the same 
interpretation) are incomplete, and 
that the American one is thus un- 
challengable though more expensive. 
Listings under Overture to Lucia 
Silla refer to this same score. 


BACH, JOHANN CHRISTOPH FRIEDRICH 


Quartet in E flat. No. 1. Per ole Quartet. 
M-ioos — $1.50. [**ff$$]. 
Unfortunately for the Peroles’ 
crisp, well-marked performance, the 


recording is not as ample in back- 
ground resonance as one would like. 
However, it is not a work likely 
to attract a competitive version. 


BACH, JOHANN SEBASTIAN 


CANTATAS 


SACRED 

No. 4: Christ lag In Todesbanden. Orfeo 
Catald of Barcelona, conducted by 
L. Millet, F-11178-9-0 — $3. [*ff$$]. 

There was much to admire in this 
recording when it was new, nine 
years ago, but the passing of time 
has raised phonographic standards 
considerably. One is no longer con- 
tent with Bach sung in so exotic a 
tongue as Catalonian, and the sound 
of the chorus is blurred in the ex- 
treme. However, there is first-rate 
quality in the orchestral strings, 
which still sound quite well. 

No. 35: Geist und Seele: Second Sinfonio. 

Ben Stad and the Society of Ancient 
Instruments. V-%jzo — $1. [**ff$$]. 

I LIKE particularly the sound of the 
harpsichord that underlies this per- 
formance, but the execution through- 
out is finely articulate. The record- 
ing is satisfactory. 

No. 65: Sie werden aus Saba ("Nimm 


mich dir zu eigen hin"). Georges 
Thill, nuith orchestra conducted by 
Gustave Bret. C7-9135 — ^$1. [**ff$$]. 
For a true measure of Thill’s mu- 
sicianship, this is a much more re- 
liable gauge than anything he did 
during his Metropolitan career. He 
responds to the music with excel- 
lent understanding, profiting from 
the sensitive background provided 
by Bret and the fidelity of the repro- 
duction. 

No. 68 : Pfingskantate ("My Heart Ever 
FaithfuD. Lotte Leonard, voith or- 
chestra conducted by Frieder Weiss- 
mann. D-25316 — $.75, pff$$]. Schu- 
mann-Heink, <mth. orchestra. 

-$i. [*fff$$]. ^ 

Lotte Leonard is not a misprint for 
Lotte Lehmann, but the designation 
of a little-known German singer of 
excellent abilities. She sings the air 
fluently, with delightfully clear 
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tone, but a piano is needlessly promi- 
nent in the background. Schumann- 
Heink’s performance, from the in- 
sistent emphasis of her phrasing to 
the magnificent clarity of the English 
text, is an astonishing accomplish- 
ment for the period in her career 
when it was made; and the repro- 
duction is still surprisingly good. 
However, the Leonard version is 
closer to the original. 

No. 78 , Jcsu, der du meine Seele ("Wir 
eilen"). Reinhardt Chorus of Zurich, 
nvith strings and harpsichord. 
C-68228— $1. [**ff$$]. 

Although this is an arrangement 
of a duet for soprano and alto, it is 
aptly arranged for the choral en- 
semble and soberly performed. The 
recording is well-balanced. 

No. 85 : Ich bin ein guter Hirt ("Seht! 
was die Liebe thut"). Thill, nmth or- 
chestra directed by Bret. C-913S — 
$1. [**£$$]. 

Thill’s voice is unpleasantly 
strained by the range of this music, 
and his labor is evident. As in the 
earlier aria by him (Cantata No. 
65), he uses a French text. The 
orchestra is excellent, the recording 
satisfactory. 

No. 106 : Gottes Zeit ist die Allerbeste 
Zeit: Prelude. Orchestra conducted 
by Bret. ^-12069 — $1. [**ff$$]. 

Charles Courboin, organ. T- 15420 — 

$1. [**£$$]. 

Bret’s treatment of the original is 
far more understanding and expres- 
sive than the “movieish” sounds 
Courboin produces in his playing of 
the Guilmant version. The distinc- 
tion of recording is also in Bret’s 
favor. 

No. 140 : Wachet auf! Orfed Catald of 
Barcelona, conducted by Millet. 
F-iiiSi-z — $2. [*ff$$]. Edouard 


Commette, organ. (7-69875 — ^$1. 

[**£$$]. 

Millet’s excerpts cover only the 
first, fourth, and seventh sections of 
the score and suffer from the same 
disabilities remarked under the item 
that heads this list. However, there 
is more justice in his treatment of the 
famous chorale than there is in the 
stodgy, unvital performance by 
Commette. 

No. 147 : Herz und Mund. See under 
Chorales: Jesu, Joy of Man*s De- 
siring. 

No. 156 : Ich steh' mit einem Fuss im 
Grabe: Sinfonia. Kennedy Scott lead- 
ing the Bach Cantata Club orchestra 
v)ith Leon Goossens, oboe. C-DB506 
-$.75. C*^ff$$]. 

The unique sound of Goossens’ oboe 
is beautifully appropriate to this 
music, and finely reproduced. 

No. 158 : Der Friede sei mit dir. David 
Blair McCloskey, baritone, vdth en- 
semble directed by E. V. Wolff. 
C-Set X191— $2. Pff$$]. 

McCloskey contributes an earnest, 
well-styled vocal effort to this per- 
formance, but almost all of its values 
are diminished by the echoey, hol- 
low-sounding reproduction. The 
music is there, but hardly in a palat- 
able form. 

No. 159 : Sehet, wir geh'n hinauf gen 
Jerusalem ("Es ist Yollbracht"). Elisa- 
beth Schumann, voith orchestra di- 
rected by Karl Alvoin, and Leon 
Goossens, oboe. ^-7275 — $1. 

[**ff$$]. 

Out of Alwin’s excusable transcrip- 
tion of this bass aria emerges a disk 
of exceptional eloquence and mu- 
sicianship. Both instrumentalists 
(Schumann’s singing here is in that 
tradition) perform masterfully, and 
the recording is good. 


SECULAR 


No. 1 : Der Streit zwischen Phoebus und 
Pan ("Air de Momus"). Lily Pons, 
vsith the Renaissance Quintet. 
r-2152— $.75. [**f$$]. 


As THE listing suggests. Pons uses a 
French text; but even more fatal is 
the whistley shrillness of her tones, 
of little utility to Bach. Moreover, 
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the accompanying string group is far 
too small. 

No. 2: Wcichet nur, betrubte Schatten. 

See last entry in this section, No. 202. 

No. 8: Was mir behagt ("Sheep may 
safely graze"). Bartlett and Robert- 
son, pianos. — ^$1. [**ff$$]. 

Barbirolli and the Philharmonic- 
Symphony Orchestra. C-iiSlS — 

Bartlett and Robertson fill the pat- 
terns of Mary Howe’s arrangement 
with admirable spirit and very at- 
tractive tone quality. The recording 
is excellent. I prefer it to the under- 
recorded, uneventful performance by 
Barbirolli of his own transcription. 

No. 12: Schweigt stilly plaudert nicht 
("Coffee" Cantata). Ethyl Hayden, 
soprano, William Hain, tenor, Ben- 
jamin de Loache, baritone, and en- 
semble led by E.V. Wolff. M-Set 5— 
$6.50. [^ff$$]. 

Hayden is a properly qualified 
soprano and Hain a capable tenor, 
resulting in a generally satisfactory 
statement of the score. However, the 
recording at the time of its release 
was no more than acceptable, and it 
is likely to sound antiquated sooner 


than many other issues of the same 
period. 

No. 13: Bauernkantate ("Peasant" Can- 
tato). Jeanne Guyla, soprano, and 
Martial Singher, baritone, moith or* 
chestra directed by Gustave Bret, 
V-Sei 360— $2.50. C*ff$$]. 

No ONE could deny the geniality of 
this music or the capacities of the 
performers, but the score is unfor- 
tunately curtailed and a French text 
is used. 

No. 202: Weichet nur, betrubte Schatten 
("Wedding" Cantata). Elisabeth Schu- 
mann, voiih orchestra directed by 
Yella PessL F-664— $2.75. [^*f$$]. 
The listing here is out of sequence 
in order to isolate it for those who 
might follow the Victor listing “202,” 
which is its place in the complete 
catalogue of Bach’s cantatas. Schu- 
mann has a problem to combat in the 
intricacies of Bach’s writing here 
and not enough vocal resource to 
master it. There is little distinction 
in the performance of the ensemble, 
aside from Mitchell Miller’s able 
oboe playing. Technically, the re- 
cording is good. 


CAPRICCIO 


On the Departure of a Beloved Brother. 

K. U. Schnabel, piano. F-4293-4. — 
$1.50. p*ff$$]. 

One may question how "beloved” 
was the brother visualized by the 
younger Schnabel, for it can scarcely 
be said that the emotion he conveys 


is extreme. However, the fluency of 
his passage playing, the good control 
he exercises over dynamics and ac- 
cents add to a competent perform- 
ance. The recording is very success- 
ful. 


CHORALES 


The listing is alphabetical, voithout 
reference to source of the melody. 

Dir, dir, Jehova. Trapp Family Choir, 
r-2ir4-$.75. [^^ff$$]. . 

As IN the other items of this collec- 
tion by the Trapp Family group 
(Nos. 2113-2116), the voices are 
heard unaccompanied in a fair rep- 
lica of the style employed by Bach. 
The singing is careful and generally 
in good tune, though with few sub- 


tleties of dynamics or phrasing. The 
recording of the collection is good. 

Ein' feste Burg. Stokowki and the Phila- 
delphia Orchestra. V-x 6 ^z — ^$.75. 

[**ff$$]. 

A STRAIGHTFORWARD Setting for brass 
and strings, sonorously pronounced 
by the Philadelphians and repro- 
duced with fine brilliance. 

Herziich thut mich verlangen. See: St, 
Matthevfs Passion, p. 19. 


BACH 


9 


Jesu, Joy of Man's Desiring. Bach Can- 
tata Club and Leon Goossens, oboe, 
led by Kennedy Scott. C-507DB — 
$-75» Choir of Temple 

Church, London, and Leon Goossens, 
oboe, led by G. Thalben-Bell. V- 
4286 — $.75. Myra Hess, 

piano. ^-4538 — $.75. The 

same. C-4084 — ^$.75. [*f£$$]. Walter 
Gieseking, piano. C-17150 — $.75. 

Bartlett and Robertson, 
pianos. C- 17240 — ^$.75. Or- 

mandy and the Philadelphia Orches- 
tra. i^-14973 — $1. [***£$$]. 

Of the two versions with Goossens 
singing ecstatically the line of the 
oboe embellishment, my preference is 
for the first-mentioned, as the second 
has a prominent, and distressing, 
piano in the accompaniment. Hess’s 
new version of her own splendid ar- 
rangement (on Victor), is superior 
to the old, for it gives even more life 
and sonority to her fine tonal quality. 
That Gieseking uses the same tran- 
scription would hardly be recogniz- 
able from the performance itself, for 
it has nothing of Hess’s warmth and 
inwardness, and little distinction as 
pure piano playing. The Horne ver- 
sion used by Bartlett and Robertson 
obscures the detail of Bach’s writing, 
especially when it is spread between 
the two keyboards. As for the mon- 
strous Cailliet version executed by 
Ormandy, the advice to the pur- 
chaser would be the same as Punches 
famous admonition to prospective 
bridegrooms; ^^Don’tl” 

CHORALE 

Collection of Thirteen. Albert Schwit%er , 
organ. C-Set 310— $7.50. [**ff$$]. 
Since the separate records of this 
volume are not available individu- 
ally (a practice unfortunately en- 
countered in all of the Schweitzer 
albums), the individual preludes 
have not been discussed in the listing 
below. Taken together, they are a 
notable segment of Bach’s excep- 
tional feeling for this style of writ- 


Lobe den Herren! Trapp Family Choir. 
F-2H4— $.75. [**ff$$]. 

The Trapps use the harmonization 
found in Cantata No. 57. It is well 
reproduced. 

Lobt Gott, ihr Christen allzugleich! Trapp 
Family Choir. F-2113 — $.75. [**ff$$]. 
The source of this setting is Cantata 
No. 151. 

Nun donket olle Gott. Trapp Family 
Choir. V-2115 — $.75. [^^ff$$]. 

A PARTICULARLY good performance 
by the Trapps. The harmonization is 
from the “Wedding Chorales.” 

Von Himmel Hoch. Trapp Family Choir. 

r-2113— $.75. 

For complete accuracy this should 
be listed under the Christmas Ora- 
torio, for it is this version of Bach 
which the Trapps perform. How- 
ever, it is known independently for 
its derivation from Martin Luther. 
Wachet auf! Trapp Family Choir. V- 
2 ii 5 -~$. 75 . [**ff$$]. 

The Trapps trace the line of this 
most famous of all Bach settings 
with excellent clarity and good tonal 
quality. The harmonization is taken, 
of course, from the cantata of the 
same title. 

Wie schdn leuchtet der Morgenstern! 
Trapp Family Choir, F-2116 — $.75. 
[**ff$$]. 

This setting is from Cantata No. 36. 
The four disks of the series listed 
above are available as V-Set 713 — 
$3. 


PRELUDES 

ing, a fact of which Schweitzer is 
plainly aware in his performances. 
But he is also inclined to sober sec- 
ond thoughts as he plays, as though 
not too assured of his first ones. In 
other words, I like a little more illu- 
mination and animation, even in 
such music as this. He uses the organ 
of Ste. Aur^lie in Strasbourg, an 
instrument of soft, intimate charac- 
ter, inclined to vagueness, but not 
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unbearably so. The collection num- 
bers: 

‘‘An Wasserfliissen Babylon” 

“Christus der uns selig macht”* 
“Christ lag in Todesbanden”* 
“Christum, wir sollen leben schon”* 
“Da Jesu an dem Kreuze stand” 
“Erschienen ist der herrliche Tag”* 
“Jesus Christus, unser Heiland” 
“Liebster Jesu” 

“Mit Fried’ und Freud’ ”* 

“O Mensch, bewein’ dein Siinde 
gross”* 

“0 Lamm Gottes, unschuldig” 

“Sei gegriisset, Jesu giitig” 

“Schmiicke dich, o liebe Seele” 

Little Organ Book, The. E, Po^er Biggs, 
organ. V-Sets 652 — $ 3 . 50 , 697 — ^$ 4 , 
and yri — $2.50. [**£$$]. 

Though this is the kind of project I 
like to endorse, one is hard put to 
find causes for true enthusiasm in the 
presentation of this imposing ma- 
terial. For purposes of its own, Vic- 
tor ranges the material with New 
Year’s Day rather than Advent as 
the starting point of the first volume, 
continuing in the second from Whit- 
sunday through Advent, and cover- 
ing the Christraas-New Year’s Eve 
period in volume three (in the se- 
quence of numbers above). Biggs 
uses the organ of the Germanic Mu- 
seum at Cambridge, which is an 
advance unquestionably on such 
phonograph abominations as the 
organ of Wanamaker’s in Philadel- 
phia or the rumbly ones of the 
French cathedrals, but it is not so 
satisfying to my ear as the instru- 
ment used by Weinrich (see below). 

In addition, Biggs’ playing of such 
a prelude as Ich ruf %u dir is almost 
wholly lacking in personalized con- 
tent (perhaps deliberately), with few 
subtleties of phrasing or illuminat- 
ing details of coloration. Moreover, 
virtually all of the disks contain at 
least two chorale-preludes, while 
many have three — without separa- 
tions between them. It is thus hardly 
♦Indicates excerpts from the JMtU Or%an Book., 


possible to cite individual chorale- 
preludes for particular virtues when 
the problem of dropping the needle 
on a given one is as formidable as 
it is here. The recording throughout 
is very clean, within the limitations 
.imposed by the instrument that is 
used. The collection of forty-five 
works is represented complete in the 
three albums. 

An Wasserfliissen Babylon. Carl Wein* 
rich. M-219 — ^$1. [**ff$$]. 

Of all the organists responsible for 
sizable quantities of recordings, 
Weinrich is to me the most reliable 
in musicianship, the most sympathetic 
in temperament, and the most trust- 
worthy in his devotion to the ma- 
terial he performs. His deft, fluent 
and warmly felt treatment of this 
work (on the excellently musical 
organ of the Westminster Choir 
School in Princeton) may stand as 
the typical Weinrich performance. I 
would hardly want, or expect, to 
hear a better one. The recording is 
first-rate in quality, and the surfaces 
are good. 

Aus der Tiefe ruf' ich. Archer Gilson, 
organ. ^^-3 61 65— $.75. [*f$$$]. Sto- 
kowski and the Philadelphia Orches- 
tra. i^-7553~$i. [*^ff$$]. 

Why these works have passed from 
the care of organists to conductors 
is sharply illuminated by a compari- 
son of these two- performances, if 
anything so disparate as Gibson’s 
funeral-parlor manner and the glow- 
ing eloquence of Stokowski can be 
called a comparison. The latter 
profits also by rich-toned recording. 

Christ lag in Todesbanden. Edouard 
Commette, organ. C-293 — ^$.75. 
[*ff$$]. C our loin, organ. 1^-15420 — 
$1. [*f$$]. George Copeland, piano. 
^-15183—$!. [**ff$$]. Stokowski 

and the Philadelphia Orchestra. V- 
X4583— $1. 

Despite a general objection to such 
practices, I find myself unable to 
avoid a preference here for a tran- 
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scription, and that one by Copeland ! 
His continent, well-marked perform- 
ance is certainly better proportioned 
than the bloated one of Stokowski, 
with its “brilliant” strings and stab- 
bing brass. The two organ perform- 
ances are large-sounding and un- 
focused, with few musical values 
that can be assessed. 

Das alte Jahr vergangen ist. Gustave 
Bret, organ, /^-i3498— $i. [**ff$$]. 
Edouard Commette, (7-293 — $.75. 

[*f$$]. 

The organ used by Bret is prefer- 
able to most of those on records of 
French origin, and he uses it intelli- 
gently. The Commette typifies the 
general French standard. 

Durch Adams Fall. Louis Vierne, D- 
25362— $. 75 - P*f$$]- 
As AN example of the sound of the 
organ of Notre Dame de Paris, this 
record has its interest, though the 
reproduction is more than a little 
muddy. Musically, it is hardly stimu- 
lating. 

Ein' feste Burg ist unser Gott. Carl 
Weinrich, M-22C1 — $1. [**ff$$]. 

HerzHch thut mich verlongen. Louis 
Vierne, D-25362 — $.75. [**ff$$]. 

Courboin, F-14927 — %i, [*ff$$]. 

For some reason unsuggested by any 
available data, this side is better 
played and much better reproduced 
than the opposite face noted above. I 
would not call it more faithful re- 
cording than Courboin’s, but what 
the engineers have to reproduce in 
the latter case is not much to my 
taste. 

Ich ruf' zu dir, Herr Jesu Christ. Gibson. 
K-25095 — $.50. [^*f$$]. Stokovoski 

and the Philadelphia Orchestra. T- 
6786 --$i. [*^f$$3. 

Gibson’s sober style is close to being 
somnolent as well, and the work is 
more completely realized in Stokow- 
ski’s performance of his own tran- 
scription. This reissue, however, is in 
several ways inferior to the original 
version on a ten-inch disk, which is 
preferable if unearthed. 


in dir ist freude. Marcel Dupre, organ. 

, F-7421— $1. 

I HAVE no brief for organ recordings 
of this blurry, massive type. They 
are not good music and hardly good 
fun. 

In dulci jubilo. Biggs. T-15729 — ^$1. 
['^*f$$]. 

The characteristics remarked in con- 
nection with the Little Organ Book 
are also present here, even to the in- 
clusion of another, unseparated 
chorale on the same disk. The re- 
cording is bright and unappealing, 

Kommst du nun, Jesu, von Himmel 
herunter. Weinrich. M-218 — $1. 
[**ff$$ 3 . 

Liebster Jesu. Gustave' Bret. T-13498 — 
$1. [**ff$$]. 

The qualities that distinguish Bret’s 
conducting of Bach are also factors 
of worth in his organ-playing — a fine 
sense of line, feeling for tempo, and 
lively musicality. 

Meine Seele erhebt den Herren. W ein- 
rich^ iW-217 — $1. [^*ff$$]. 

Nun, freut euch, liebe Christen. Biggs, 
organ. ^'-15729 — $1. P*ff$$]. Vladi^ 
mir Horovjiiz, piano. F-1690 — ^$.75* 

[*ff$$]. 

I AM disaffected by the pipy, un- 
resonant sound of Biggs’ organ, but I 
cannot confess to a greater fondness 
for the brisk, noncommittal style of 
Horowitz. His playing is nimble but 
unmoodful, the recording thinnish. 

Nun komm^ der Heiden Heiland. Stokovs- 
ski and the Philadelphia Orchestra. 

— $1. [**ff$$]. Biggs, organ. 
F-15729— $1. [**f$$]. 

The wonderful phrasing of the 
woodwinds in this performance, the 
translucent, billowing strings would 
be a pleasure to hear were the ma- 
terial they convey less engrossing. I 
doubt that even Biggs would pre- 
tend that his instrument conveys as 
much of the essential Bach as Sto- 
kowski’s orchestra. 

Valet, will ich dir geben. Weinrich. M- 
217— $1. P*ff$$]. Dr. E. Bullock. V- 
1 1 159 — $i.*[*f$$]. 
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Though Bullock has the organ of 
Westminster Abbey to express him- 
self on, the impulses that animate 
him could be contained, and en- 
nobled, by the giant Wurlitzer of 
the Brooklyn Paramount. Weinrich 
is still unchallenged in works that 
are duplicated. 

Wachet auf, ruft uns die Stimme. Wein- 
rich. M-216 — $1. Biggs. V- 

i.S 7 ^ 9 — ^$1. Commette. C- 

69875— $1. [*£f$$]. 

Despite the competition, Weinrich 
retains the preferential position in 
my esteem. His instrument is not 
quite so well reproduced as Biggs^, 
but the latter does little with the 


music. Both are equally earthbound, 
sharing a pedestrian spirit that has 
little relation to the urge of ^Wachet 
auf!” 

Wer nur den lieben Gott lasst walten. 

Weinrich. M-21J — $1. [*^£f$$]. 

Wir glauben all'. Stokowski and the 
Philadelphia Orchestra. F-7089 — ^$1. 
[^^ff$$]. 

There is better ^^registration” in this 
transcription than in the bulk of the 
organ performances detailed above 
(always excepting Weinrich). The 
string tone is luminous, the brass 
solid and well-centered. 

Wo soil ich fliehen bin? Weinrich. M- 
216— $1. [*^ff$$]. 


CHROMATIC FANTASY AND FUGUE 


In D minor. Ed<win Fischer, piano. V- 
8680-1 — ^$2. [*^fff$$]. Wanda Land- 
onjoska, harpsichord. ^'-14144- 5 — $2. 
[**ff$$]. Ralph Kirkpatrick, harp- 
sichord. iW-1091-2 — $3, [**ff$$]. 
Judgments on the recordings of this 
work depend to a large extent on the 
purchaser’s preference for a harp- 
sichord or a piano version of the 
score. In the first category, there is 
no challenge to the playing of 
Fischer, for it is earnest, knowing, 


vigorous, and well-controlled. Of the 
two harpsichord versions, my pref- 
erence is for the Kirkpatrick because 
of the greater vigor in his playing, 
even though the surfaces are noisier 
than they need be. Landowska’s per- 
formance is technically fine and in- 
terpretatively absorbing, but the deli- 
cacy of the exefcution is extreme for 
my taste. The level of fidelity is 
higher than it is in the Kirkpatrick. 


CONCERTOS 

ONE INSTRUMENT 


In the Italian Style. Artur Schnabel, 
piano. V-Set 806— $2.50. P*ff$$]. 
Harry Cumpson, piano. C-Set X3 — 
$2.50. [*f$$]. Wanda Landowska, 
harpsichord.V-s\2%2-'^ — ^$2,[**fff$$]. 
Ralph Kirkpatrick, h arp si chord. 

M-1006-7— $3. [**ff$$]. 

Since this work is played publicly, 
and recorded, both by pianists and 
harpsichordists, the same latitude of 
choice remarked above exists here. 
However, there is one disk in all of 
these performances which is simply 
unapproachable — ^that is Schnabel’s 
playing of the slow movement. One 
feels almost that the performer toler- 


ates the other movements merely 
for the opportunity to caress these 
phrases, trace these lines in an ex- 
celsis of philosophic contemplation. 
Landowska, on the other hand, has 
more deftness and sparkle for the 
fast movements. For those who 
merely want the most comprehensive 
statement of the music, I suggest the 
Schnabel, which is well-recorded. 
Kirkpatrick’s effort is an admirable 
one, but his style is ponderous for 
this work, and the reproduction is 
not of the expected quality. The 
Cumpson, of venerable service, is 
distanced on all counts. 
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ORCHESTRA (BRANDENBURG) 


No. 1 in F. Adolf Busch and his Cham-^ 
her Players, ( 7“6 8434-5 -6 S — ^$2.50. 

Alfred Cortot conducting 
the orchestra of the Bcole Normale, 
Paris. ^-11781-2 — $2. 

Busch and his excellent orchestra 
are responsible for the preferable 
version of this work, as they are of 
the other five of the series. The 
quality of the ensemble is amaz- 
ingly good, and the recording is 
first-rate. The older recording of 
the complete set under Cortot has its 
musical distinctions, though they are 
on a lower level than Busch main- 
tains throughout the set. 

No. 2 in F, Busch and his Chamber 
Players. C-68437-8 — ^$2. [**fff$$]. 

Cortot and the Bcole Normale Or- 
chestra. F-ii930-r — $2. pff$$]. Sto- 
kovjski and the Philadelphia Or<^ 
chestra. — ^$3. [^*f$$]. 

The ratio between Busch and Cortot 
remains fixed in this work, but there 
should be a note about the Stokowski 
version, which is still carried in the 
catalogue. It is well-paced and care- 
fully phrased, but the balance of the 
concertante instruments is not good. 


Moreover, the player of the high 
trumpet part is not in the class of 
Busch’s Eksdale. 

No. 3 in G. Busch and his Chamber 
Players. C-68439— $i. [**fff$$]. 

Cortot and the Bcole Normale Or- 
chestra. F-^z2S-6 — $1.50. [**f$$]. 

No. 4 in G. Busch and his Chamber 
Players, C-68440-1 — $2. [**ff$$]. 

Cortot and the icole Normale Or- 
chestra. F-7915-6 — ^$2. [*^ff$$]. 

No. 5 in D. Cortot and the J^cole Nor- 
male Orchestra. F-7863-4—- $2. 

[**ff$$]. Busch and his Chamber 
Players. C-68442-3-4— $3. [**ff$$]. 
One might concede a slight ad- 
vantage to the Cortot issue of No. 5, 
for the solo violinist is Jacques Thi- 
baud, who plays well indeed. How- 
ever, Busch is his own solo violinist 
in the Columbia set, and those who 
chose it for uniformity with the 
others will not be depriving them- 
selves of more than a false note or 
two. 

No. 6 in B flat. Busch and his Chamber 
Players. C- 68445-6-7 — $3. 

Cortot and the orchestra of the Bcole 
Normale. 11264- 5 — ^$2. [**f$$]. 


ORCHESTRA AND CLAVIER 


Listings below are according to in- 
struments required, for several works 
exist in versions both for clavier and 
for stringed instruments, or clavier 
and harpsichord. 

No. 1 in D minor. Edwin Fischer, piano, 
and his chamber orchestra. V-Set 
252 — $3.50. [**fff$$]. 

Fischer’s probing, well-considered 
musicianship finds both a challenge 
and a fulfillment in this music, which 
he plays with exceptional probity 
and taste. The string orchestra 
which he directs is also of first-rate 
quality, though both could be repro- 
duced with a little more resonant 
sound. (See also Szigeti version 
under violin concertos, p. 15.) 

No. 4 in A. Edwin Fischer, piano, and 


his chamber orchestra. V-Set 368 — 
$2.50. [**ff$$]. 

See entry above. 

No. 5 in F minor. Fischer and his cham- 
ber orchestra. V-Set 786 — ^$2.50. 
..[**f$$]. 

The inclination of Fischer to angular 
lines and metronomical tempos is not 
to the advantage of this music, 
which invites a more personalized 
treatment than various other of the 
concertos. The orchestra is over- 
large, and Fischer’s instrument seems 
to follow rather than accord with 
them- I am also puzzled by his ex- 
cessive use of pedal. The recording 
is warmer in tonal colors than the 
ones listed above. 
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TWO CLAVIERS AND ORCHESTRA 


No. 2 in C. Artur and K. U, Schnabel, 
pianos, <ivith the London Symphony 
directed by Adrian Boult* f-Set 
357— $3.50. 

The Bach playing of the Schnabels 
is decidedly percussive, a particular 
disadvantage when it is multiplied 
by two. However, the lack of an 


alternative makes a recommenda- 
tion inescapable. At that, the per- 
formance would doubtless be more 
impressive were the players less cele- 
brated, for the treatment is alertly 
musical, the orchestral background 
thoroughly integrated with the 
soloists. 


FOUR CLAVIERS 

See Vivaldi, under Orchestra and Piano. 


HARPSICHORD AND ORCHESTRA 


No. 7 in G minor. Anna Linde, ‘uoith or- 
chestra* i)-25a63-4 — ^$1.50. [**f$$]. 
There is surprising fullness for a 
Decca recording in these disks, but 
it is unfortunately to the disad- 
vantage of Linde, whose harpsichord 


has a very modest sound. However, 
it is possible to follow the musical 
pattern if one makes the effort, and 
the spirit of the performance is at- 
tractively animated. 


TWO HARPSICHORDS AND ORCHESTRA 


No. 1 in C minor. Manuel and William- 
son Harpsichord Ensemble* Jkf-1145-6 

To MY taste this is studentish play- 
ing, with no more than rudimentary 
subtleties and a limited sensitive- 
ness. However, the recording is 
bright, clean, and powerful, with 
better surfaces than Musicraft form- 
erly offered. 

No. 2 in C minor. Manuel and William- 
son Harpsichord Ensemble* 21^-1143-4 
-$3. P^f$$]. 

Most listeners will find themselves 
unacquainted with the music in its 
present guise, but eminently familiar 
as the Double Concerto (for two 
violins) in D minor* I find it more 


satisfying, abstractly, in the latter 
form, and, concretely, much less 
satisfying in this performance than 
in the ones listed for Szigeti and 
Plesch, Menuhin and Enesco. The 
recording shares the characteristics 
noted above. 

In C. Manuel and Williamson En- 
semble* M-Set 53 — $5. [**£$$]. 
Though I could not summon frenzied 
enthusiasm for the Schnabel version 
of this work on pianos (see above), 
it is certainly a considerably more 
sophisticated, absorbing statement of 
the music they offer. All that can be 
said here would concern the record- 
ing, which is excellent in clarity and 
well-balanced. 


THREE HARPSICHORDS AND ORCHESTRA 


In C. Manuel and Williamson En- 
semble* M-Set 50— $5. 

I KNOW of no alternative to this 
performance among domestic record- 
ings, which is an excuse rather than 


a reason for recommending it The 
ponderous, overweighty treatment of 
the score does not appeal to me, 
though the recording is quite suc- 
cessful in technical terms. 


HARPSICHORD, FLUTE, AND VIOLIN 


No. 3 in A minor. Telia Pessl, harpsi- 
chord, Frances Blaisdell, flute, and 
William Kroll, violin, vskh orchestra 
led by Carl Bamberger* F-Set 534 — 


$3.50. [**ff$$]. 

Perhaps the players enjoyed the task 
of making this set, but there is little 
joyfulness indeed in the sounds that 




BACH 


15 


reach the ear. Bamberger’s beat is 
stodgy, the soloists equally lacking 
in individuality or forcefulness to 
carry the performance. The balance 

VIOLIN AND 

Ho. 1 in A minor. Bronisla^iv Hubermann 
and ihe Vienna Philharmonic Or- 
chestra led by Issay Dobrowen, 
C-Set X45— $2.50, [^ff$$]. Yehudi 
Menuhin and an orchestra led by 
Georges Enesco, V-i^%70-x — ^$2. 

[^♦f$$3. 

Both versions have solid claims to 
the attention of the music lover, but 
neither has an overwhelming supe- 
riority. That by Hubermann is im- 
passioned, sophisticated, and oc- 
casionally somewhat tortured. Menu- 
hin’s is suaver in its outlines but 
characteriaed by the edginess of tone 
that one hears in this violinist's re- 
cordings. I prefer the sobriety and 
intensity of Hubermann, despite the 
slightly higher price (Menuhin's 
version is not contained in an album). 

No. 2 in E, Hubermann with ihe Vienna 
Philharmonic Orchestra directed by 
Dohro*wen, CSei 23 5 — $3.25. [*fff$$]. 
Menuhin and' an orchestra directed 
by Enesco. P^-Set 221 — $3.50. [*ff$$]. 
Huberm ANN'S performance is, if pos- 
sible, even a bit more roughly repro- 
duced here than in the concerto 


among the variously colored solo 
instruments is well-preserved, and 
the general recorded sound is good. 


ORCHESTRA 

above, but his unburdening exalta- 
tion in the slow movement gives the 
interpretation a unique value. Beau- 
tiful style and finished execution are 
combined in the Menuhin perform- 
ance, but it lacks the profundity that 
resounds in Hubermann’s recreation. 

In D minor. Joseph Szigeii and the New 
Friends of Music Orchestra led by 
Fritz Stic dry. C-Set 418 — $3.50. 
[♦♦fff$$]. 

As NOTED above, this is the work 
most familiar as a concerto for solo 
clavier and orchestra. However, 
Szigeti’s nobly spirited, vigorously 
athletic exposition of it almost in- 
clines one to partiality for this 
version. Certainly the flexibility of 
the violin (when handled by a 
Szigeti) is a more varied resource 
for pointing its contrapuntal com- 
plexities than ivory, felt, and ham- 
mers. The recording gives a glassy 
brittleness to his tone, and the or- 
chestra is also undervalued, but 
Stiedry’s animated direction makes 
an uncommonly unified experience of 
the score. 


TWO VIOLINS AND ORCHESTRA 


In 0 minor, Joseph Szigeii and Carl 
Flesch, violins f with orchestra ted 
by Walter Goehr. C-Set X90— $2.50. 
[**ff$$]. Yehudi Menuhin and 
Georges Enesco, violins, with an 
orchestra conducted by Pierre Mom- 
ieux. T-7732-3 — $2. [*^ff$$]- 
ErriiER of these versions would be a 
durable companion for those who 
know the joys of this work, were 
there no other. However, there can 
be little dispute as to the superiority 
of the Szigeti-FIesch performance, 
for the interchange of polyphony by 
the two is, throughout, a miracle of 


subtlety and rapport It reaches its 
height in the superb playing of the 
slow movement, where the freedom 
and warmth of Flesch’s’ playing are 
totally unexpected. There is good, 
sound merit in the performance of 
Menuhin and Enesco, but it cannot 
challenge the rare felicity of its 
competitor. There is a small margin 
of recorded advantage in favor of 
the former, but it is not enough to 
be consequential. The difference of 
price is, again, a matter of an in- 
cluded (with the Szigeti-FIesch) 
album. 
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FANTASIAS 

In C minor. Jose Iturbi, piano. T-18126 course, an abundance of technical 
— $x. Harry Cumpson, resource. The Cumpson version has 

piano. (7-68193— $1. [*f$$]. few advantages, either reproductive 

Since the best recorded version of or recreative. 

this work (Landowska’s, on harpsi- v In G minor. Yella Pessl, harpsichord. 
chord) is not* available in this coun- (7-68746 — ^$1. [*ff$$]. 

try, one is fortunate that the new This is not imposing Bach to me, 
Iturbi recording is as generally satis- and I do not find the scrambled re- 
factory as it is and so well repro- production of Pessl’s hard-hitting 

duced. He plays the music with performance an aid to appreciation 

clean, musical emphasis and, of of it. 

FANTASIAS AND FUGUES 

In C minor. Marcel DuprSy organ. chestra. [^'^ff$$]. 

^^-9284 — ^$1. [*ff$$]. Commette. Schweitzer’s solitary organ record- 

(7-70087 — ^$1. [^^ff$$]. ing is available only as part of the 

There is more echo than tone in this series contained in the set noted 
recording of Dupre and the Queen’s above. The album consists otherwise 

Hall organ. The tone that can be of preludes and fugues, documented 

heard is hardly to be termed musical. in the proper place. The music of 

Under the circumstances, Dupre’s the fugue is more forcefully presented 

scholarship counts for little. The in Stokowski’s orchestral transcrip- 

Coramette performance is better re- tion, though the absence of the tre- 

corded but^not so well played. mendous Fantasia is a serious dep- 

In G minor. Albert Schweitzer, organ. rivation, and the use of a ten-inch 

C-Set 270 — $7.50. [^ff$$]. Fugue only. record requires a break in a disturb- 

Stokowski and the Philadelphia* 'Or- ing point in the fugue. 

FUGUES 

in C. Yella Pessl, harpsichord. (7-68746 Among these exhibits of the Stokow- 
. — $1. [**ff$$]. ski family, I prefer the Philadelphia 

Pessl’s fingers trace these patterns version, which is a shade less loud 

deftly, and the performance is well- but a good deal more satisfying to 

reproduced. However, it is the second the ear than the recent one of the 

item on a side which also includes Youth Orchestra. The piano version 

the Fantasia in G minor, noted of Mme. Samaroff-Stokowski is an 

above. inferior performance, poorly repro- 

\n Q mmot . Stohowskl and the duced. It may be added that the 

Philadelphia Orchestra. ^’-7437 — ^$1. original organ version appears in 

[**ff$$]. Stokowski and the All- the album of Schweitzer recordings 

American Youth Orchestra. (7-11547 C-270, but it is not available sepa- 

— $1. [*ff$$]. Olga Samar off -Sto- rately. 

kowski, piano. — ^$1, [*f$$]. 

KUNST DER FUGE 

Complete versions. E. Power Biggs, in Bach’s score to suggest the in- 

organ. V-Sets 832 — ^$4.50, 833 — $6.50. strument the composer had in mind 

[**ff$$]. Roth Quartet. C-Set 206 — when he wrote this monumental 

$10.25. work, the listener is privileged to 

Since there is no specific indication make an objective judgment without 
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influence by thoughts of tradition or 
propriety. With this in mind, I can 
say that neither of the recorded ver- 
sions appeals to me as much as the 
still unavailable transcription for or- 
chestra by Paul Graener. Those who 
dote on authenticity will find the 
Biggs version a straightforward 

MASS 

Mass in B minor. Albert Coates con-' 
ductinff the Royal Choral Society 
and the London Symphony Orchestra. 
V-Set 104— $i 8. [*ff$$$]. 

A NEW recording of this score is 
eminently in order, but it is hardly 
likely to appear in the near future. 

A particular deterrent is the Euro- 
pean war, for most projects of this 
scope have come into American cata- 
logues by way of England, France, 
or Germany. A point of favor for 


statement, marred by little special 
pleading. However, I find the diver- 
sity of tone color in the Roth Quartet 
a more endurable medium for these 
patterns than the organ. They leave 
the final fugue incomplete, as in the 
Bach text. 


the one existing version is its ex- 
cellently balanced quartet of Elisa- 
beth Schumann, soprano, Margaret 
Balfour, mezzo, Walter Widdop, 
tenor, and Friedrich Schorr, bari- 
tone. Considering the age of the re- 
cording, the reproduction is by no 
means bad. It is at least a solace for 
the person who must have this music 
in his home. Others are advised to 
await the issuance of a new version. 


MOTET 


Jesu, meine Freude. Madrigal Singers 
conducted by Lehman Engel. G-Set 

i-$5. pff$$]. 

One cannot contest the virtue of the 
intentions that animate Engel in his 
conducting of this score, but the 


human material at his disposal is 
simply not good enough. Moreover, 
the recording, though clear, is dis- 
tant from the ear, and the sound of 
the ensemble, for whatever reason, 
is lacking in resonance. 


MUSIKALISCHE OFFER, DAS 


Complete version. Yella Pessl, harpsi- 
chord, ^ith members of the Stuy- 
vesant Quartet, Benjamin Kohon, 
bassoon, Frances Blais dell, flute, 
Albert Goltzer, English horn, and 
Robert Bloom, oboe. V-Set 709 — 
$6.50. P^ff$$]. 

Hans T. David’s soundly sensitive 
version of the score is utilized in 
this performance, and it is con- 
scientiously played by the ensemble, 
reproduced with clarity and excel- 
lent balance. Any further estimate of 
its value would be beyond my 
capacity, for it is not music that ap- 
peals to me subjectively. 

Fugue in C minor. Kirkpatrick, harpsi- 
chord. M-1007 — ^$1.50. [^*ff$$]. 


An exceptional creation even for a 
composer so prolific in contrapuntal 
resource as Bach, this excerpt is 
splendidly played by Kirkpatrick on 
the final side of his version of the 
Italian Concerto, 

Ricercare for Six Voices. Fischer and a 
string orchestra.V-%GSo — ^$1. [**ff$$]. 
Since a complete version of the 
score is now available, this excerpt 
has outlived its utility. However, it 
is splendidly played and may appeal 
to those who might care to compare 
the details of the two arrangements. 
The recording is thoroughly good. 
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ORATORIO 


Christmas Oratorio: Shepherds' Christmas 
Music. Stokowski and the PhiladeU 
fhia Orchestra, F-7142 — $1. [*ff$$]. 
Bachaus, piano, F-8736 — ^$1. 

Both of these are unsatisfactory re- 
cordings, but the Stokowski version, 
despite the flat characteristic of the 


recorded sound, has a good deal 
more illusion and color. Bachaus 
uses an arrangement by Lucas, 
which is tasteful enough but does 
not cover as much of the episode as 
the Stokowski, 


OUVERTURE 


A la maniere frangaise. £. F. Woljf, 
harpsichord, C-Set 3 5 7 — $ 4 . 5 
[*^ff$$]. 

The only criteria here must be ob- 
jective ones, for it is not likely that 
more than a handful of musicians, 
including the most devoted Bachians, 


have heard this work in public per- 
formance. Wolff’s treatment is force- 
ful, straightforward, and unimagi- 
native, though recorded with a little 
more burr and rasp than I would 
care to hear. 


PARTITAS 


CLAVIER 


No. 1 in B flat. Harold Samuel, piano. 
F- 1 148 3-4 — $2. [^ff$$]. Jean Den^ 
nery, piano, D -25 34 6-7 — $1.50. 
[**ff$]. Wanda Landonjjska, harpsi- 
chord. F-14146-7— $2- [***fff$$]. 

Walter Gieseking, piano, C-69533 — 
$1. [**fff$$]. 

Dennery is a pianist of no repute 
whatever in this country, but his 
playing of this work is a model of 
taste and intelligence. It is perhaps 
not as subtle in its nuances and 
phrasing as the classic one of Samuel, 
but its much superior recording and 
far more advantageous price are 
both arguments of weight in its 
favor. Its single unfavorable trait 
is the inclination of Dennery to rush 
the fast movements, but he manages 
to preserve clear outlines neverthe- 
less. Landowska’s performance is by 
much the best recorded of the four, 
and her conception of the work is 
a splendid one. However, many hear- 
ings of the music from the piano in 
concert halls have prejudiced me 
against the harpsichord, even when 
it is as well played as it is here. 
The Gieseking entry is something of 
a snare, for he plays only the two 
minuets and the gigue — ^but with in- 
comparable deftness and flnish. 


No. 2 in C minor. Harold Samuel, piano. 
C-Set X5— $2.50. [*ff$$]. 

That this outmoded recording is 
still included in the Columbia cata- 
logue is mute proof of the scanty 
list of partitas on records. This, in- 
deed, is the single version of this 
work. The playing is expert enough, 
but one can hardly recommend an 
investment in a pair of records that 
are certain to be superseded by the 
first present-day recording that is 
issued. 

No. 4 in D minor (Sarabande only). 

Sergei Rachmaninojf, piano. F-6621 
— $1. [*^ff$$$]. 

The citation of this single movement 
is less because of the music than the 
interpreter. It is one of the few re- 
corded examples of Rachmaninoff’s 
Bach playing, and thus has its own 
specialized Interest. 

No. 5 in G. Walter Gieseking, piano. C- 
Set X208— $2.50. [*^fff$$]. 

Every detail of the music is beauti- 
fully exposed by Gieseking’s sure- 
fingered, warmhearted treatment, of 
which a summation may be found in 
the entry below. The recording is 
especially successful in tracing the 
inflection of Gieseking’s dynamics. 

No. 6 In E minor. Walter Gieseking, 
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piano* C-Set X135 — $2.50. 

There is no competitive version for 
this one, nor is there need for one. 

Some Bach enthusiasts may object 
to Gieseking’s romanticizing of the 
outlines of this work, but there is a 
steady avoidance of exaggeration. 

VIOLIN 

See Sonatas, unaccompanied, p. 21. 


Could one hear it with no precon- 
ceptions of a “Bach style,” the 
vitality of ’his feeling and the 
subtlety with which it is expressed 
would be irresistible. The sound of 
his piano tone has been faithfully 
reproduced. 


PASSACAGLIA AND FUGUE 


In C minor. Carl W etnrich, organ, M-Sei 
10 — ^$3.50. [^^ff$$]. Leopold Stoho^ 
ski and the Philadelphia Orchestra, 
F-7090-1 — $2. [**ff$$]. The same, 
/^-i458o-i — ^$2. \_^*‘^i%%'\,Stradi<varius 
String Quartet, C-Set X72 — $2.50. 
[**f$$]. 

This work has become so widely 
known in the orchestral version by 
Stokowski that its original form has 
been unjustly obscured. However, 
the fine reading by Weinrich should 
do much to readjust the focus of 
interest. He plays the music soberly, 
and with moving registration, on 
the well-sounding Praetorius organ 
of the Westminster Choir School 
at Princeton. Moreover, that bright 
and musical sound has been excel- 
lently reproduced. The soundly im- 
pressive transcription of Stokowski 


has been twice recorded within a 
period recent enough for both ver- 
sions to be retained in the catalogue. 
As the notation above indicates, the 
second is considerably more brilliant 
as a recording, but the first is not 
wholly lacking in such quality and 
is a substantially more continent 
statement of the music. There is, 
finally, a transcription for string 
quartet (by Pochon) which demon- 
strates great ingenuity in a task that 
should never have been undertaken. 
The few variations in which the 
definition of the four instruments en- 
hances the music are outweighed by 
those in which the small group is 
hopelessly inadequate for the needs 
of Bach’s thought. Moreover, neither 
the playing nor the recording is dis- 
tinguished. 


PASSIONS 


According to St. John ("Es ist voll- 
bracht"). and the Phila- 

delphia Orchestra, F-8764 — $1. 
[*^ff$$]. 

Stokowski’s treatment of this ex- 
cerpt for orchestra, with the alto 
line scored for woodwinds, is a 
tasteful conception, well-realized by 
the orchestra. The recording is not 
new (it hasn’t been since 1935), but 
the results are comparable with to- 
day’s average. 

Ruh't wohl, ihr heiligen Gebeine. Fritz 
Stein, •with the Berlin Academy 
Chorus and the orchestra of the Ber- 
lin College of Instrumentalists, 

r-12331— $1. [**ff$$ 3 . 


A DEEPLY moving performance, af- 
fectingly phrased and equitably re- 
produced. The texture of Bach’s 
writing is particularly well-defined. 

According to St. Matthew; Complete Edi- 
tion. Koussevitzky conducting the 
Boston Symphony Orchestra^ •with 
the Har<vard Glee Club and Rad- 
cliff e Choral Society, V-Sets 41 1 — 
$10.50, 412 — $8, and 413 — $9.50. 

[*ff$$]. In English. 

The lack of critical discrimination 
in the production of records, which 
frequently plagues the perpetually 
optimistic listener, is nowhere more 
sharply exemplified than in this am- 
bitious, costly, and much-flawed cn- 
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terprise. It having been decided to 
essay this staggering task, one would 
suppose that all possible forethought 
would have been devoted to insur- 
ing the success of the undertaking. 
However, the results — especially in 
the technical aspects — suggest that 
much was left to chance when the 
recording was made at an actual 
performance in Symphony Hall in 
the spring of 1937. Purely as inter- 
pretation, the work arouses no new 
respect for Koussevitzky as a Bach 
interpreter. The music is treated 
soberly but with no especial insight. 
The choral groups sing well, but the 
soloists are woefully uneven. The 
best of them is Keith Falkner 
(Jesus), but John Priebe has in- 
sufficient technic for the tenor airs, 
and Jeannette Vreeland lacks the 
style to sing the soprano music. 
Kathryn Meisle gives workmanlike 
service to the contralto part These 
inequalities would be less conse- 
quential were the orchestral and 
choral passages reproduced as well 
as they have been played. However, 
the chorus is frequently distressingly 
distant from the microphone, and 
much of the detail in the orchestral 
part is blurred and out of focus. 


Aus Liebe will mein Heiland sterben. 
Elisabeth Schumann, F-7275 — $1. 

Pff$$]. 

I WOULD not call this a brilliant 
recording, but the vocal quality is 
superior to that in the complete set. 
Erbarme dich. Enid Szantho, alto* 
F-14906— $1. P*ff$$]. 

The characteristic tremolo of Szan- 
tho is persistently audible in this 
disk, but it is a well-phrased ver- 
sion, efficiently recorded. 

Herziich tut. Each Cantata Club of 
London, C-506DB— $.75. [^ff$$]. 

O Haupt voll Blut und Wunden. Trapp 
Family Choir, V-zixS — $.75. [**f$$]. 
The Trapps are limited by their 
numbers to a fraction of the sound 
ordinarily heard in this chorale, but 
the singing is thoroughly good. 

My Soul Is Athirst. Stoko^wski and the 
Philadelphia Orchestra, i^-14582 — 
$1. p^ff$$]. 

This arrangement must be credited 
to the good Stokowski — ^the reason- 
able, musicianly conductor who is 
too often betrayed by the insatiable, 
erratic showman. The recording is 
highly satisfactory. 


PRELUDES 


Six Little Preludes. Wanda Landovj'^ 
skdj harpsichord* P'-i4r45-6 — ^$2. 
[^^fff$$]. 

A DELIGHTFUL example of music- 
making, full of energy and indi- 
viduality. The recording is good. 
Twelve Little Preludes. Yell a Pessl, 
harpsichord, U-17063-4 — $1.50. 
P^f$$]. 


I DO not care for the sound of Pessl’s 
harpsichord in this music, for the 
mechanical noises are obtrusive, the 
twang and evasiveness of the instru- 
ment too consistently present. The 
skill of Pessl is more fairly repre- 
sented elsewhere. 


PRELUDES AND FUGUES 


CLAVIER 

See Well-Tempered Clavichord, p. 29. 

ORGAN 

Collection of Four. Albert Schv>eitzer, lection (sold only in an album with 

organ, C-Set 270 — ^$7.50, p*ff$$]. several other Bach works) are 

The preludes and fugues of this col- played on the relatively satisfactory 
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organ of All-Hallows’, in London. 
The performances are thoughtful, 
sincere, and, substantially, uninter- 
esting. Included in the album are 
the C major, G major, F minor, and 
D minor preludes and fugues. 

Collection of Three. Albert Schweitzer, 
organ, C-Set 320 — ^$7.50. [^ff$$]. 
The sound of the organ used by 
Schweitzer here (Ste. Aurelie, in 
Strasbourg) is a good deal less 
musical in pitch and tone quality 
than the one utilized for the record- 
ings above. The earnest, unappe- 
tizing style of treatment is constant 
here also. The keys of these works 
are C minor, C major, and E minor. 

In A minor. Eileen Joyce, piano, 
D-25738— $.75. p'^ff$$]. 

The Liszt transcription is the ma- 
terial for some exceptional playing 
by Joyce, a pianist not known on 
these shores but plainly possessed of 
superior abilities. The recording, 
moreover, is highly satisfactory, 
though the surfaces are the usual 
gritty ones of Decca. 

In E minor. Albert Schweitzer, organ, 
^^-9741 — $1. [*f$$]. Commette, 

C-17243-- $.75. P'^ff$$]. 

Those who are searching for the 
^‘great” prelude and fugue in this 
key — the one ending with the 
“Wedge” fugue — will have to look 
for it in Schweitzer’s C-320 collec- 
tion, for this is a smaller work in 
the same key, No. 10 in the third 
Peters volume. Schweitzer’s per- 
formance amounts to a scholarly dis- 
sertation on the structure of the 
music, but there is little quickening 
impulse or imagination in the play- 


ing. The better recording of the 
Commette version is its strongest 
attraction, for the organ itself is dis- 
aifecting. 

In E flat (”St. Ann"). Edwin Fischer, 
piano. T-7960-1 — $2. [^ff$$]. E. 

Power Biggs, organ. 

For reasons difficult to estimate, the 
performance of Fischer is not listed 
in the latest Victor catalogues, 
though his energetic treatment of the 
Busoni transcription was a thor- 
oughly representative job. Since the 
Technichord disk of Biggs is not in 
general circulation, and the source 
of supply even to dealers in a large 
city is erratic, the music lover who 
wants this work must make an un- 
usual effort to acquire it. Moreover, 
I do not endorse the Technichord 
performance more than half-heart- 
edly. 

In F minor. Ormandy and the Phila- 
delphia Orchestra. T-14382 — $1. 
['^*^ff$$]. 

Cailuet, Ormandy, and Bach are 
the successive factors of prominence 
in this performance — in descending 
order, it should be noted. The re- 
cording is loud and vigorously 
articulated, but with more glory to 
the arranger and conductor than 
to the composer. 

in G major. Marcel Dupri, organ. 
P'- 727 i~-$i. [*ff$$]. 

The massive organ of Queen’s Hall, 
London, doubtless had its uses for 
ceremonial purposes, but I do not 
find it endurable in such music as 
this. The reproduction is uncertain 
in pitch and poorly defined. 


SONATAS 

VIOLIN 


The listing includes both sonatas 
and partitas, unaccompanied, num- 
bered in the conventional, all-inclusive 
sequence. 

No. 1 in G minor. Joseph Szigeti, C-Sei 
Xi — $2.50. [*fff$$], Menuhin. 

i^-8361-2— $2. [»*ff$$]. 


There are sound merits in both in- 
terpretations, but neither is as good 
as the music deserves. Interpre- 
tatively, the Szigeti reading is un- 
surpassably intelligent, musicianly, 
and expressive, but the recording is 
faint, the surfaces a trial. Menuhin’s 




22 


A GUIDE TO RECORDED MUSIC 


playing is more clearly reproduced, 
but his tone is frequently edgy and 
shrill. I would personally prefer to 
hear Szigeti’s estimate of the score, 
with its deficiencies, but I would not 
urge the choice on anyone else. 

No. 2 in B minor. Yehudi Menuhin, 
V^Set P*ff$$]. 

This is the only complete recording, 
and on the whole a satisfactory one. 

No. 3 in A minor. Joseph Szigeti. C-Set 
Xz — $2.50. [*fff$$]. Andonte only. 
Yehudi Menuhin, i^-14324 — $1. 

[**ff$$]. 

For some time there has been prom- 
ise of a new, complete version by 
Menuhin, but the catalogue still 
contains only his performance of the 
fine C major andante as alternative 
to the poor reproduction of Szigeti’s 
brilliant conception. 

No. 4 in D minor. Yehudi Menuhin, 
V-Set 232— $4.50. Nathan 

Mitstein, C-Set 276— $3.25. p*ff$]. 
Though this is the work of this set 
least seldom played complete (be- 
cause of violinists’ fondness for the 
Chaconne) there are two excellent 
versions available for the phono- 
graph enthusiast. The more recent 
issue is Milstein’s, which is of 
special interest for the splendid 
clarity of detail. Occasionally one 
might welcome more breadth in the 
playing, and passion is hardly the 
dominating impulse in his perform- 
ance of the Chaconne, but the score 
is intelligently delivered. Finally 
there is the Menuhin, which is ad- 
mirably poised and forthright, also 
well-recorded. However, the cheaper 
edition by Milstein is soberly 
musical and violinistically admir- 
able. 

Chaconne only. Sonia C, Gramatte, 
•violin, D-2582o-i>— $ 1.50. [*f$]. 

Ernst Victor Woljf, piano. C-Set X91 
— ^$2.50. [**£$$]. Johana Harris, 

piano. V-Set 506— -$2.50. [**ff$$]. 
Stokowski and the Philadelphia Or-- 
chesira, /^-8492-4— $3. [***ff$$$]. 


Gramatte is a capable violinist with 
a reasonable understanding of Bach 
style, but the instrument is poorly 
reproduced, with much coarse tone. 
The price factor is an inducement, 
however. The much-played tran- 
scription by Busoni is utilized by 
both Wolff and Harris, though 
neither is a virtuoso of the sort that 
usually favors this rearrangement. 
Wolff treats the Bachian content 
soberly, but without the technic to 
convey the elaborations as Busoni 
intended. In addition, the piano is 
poorly reproduced. The Harris ver- 
sion is clearer, better defined, but 
still not likely to satisfy one inter- 
ested in pure pianistic display. The 
orchestral transcription by Sto- 
kowski cannot be considered justly 
in relation to the original violin 
work, for it uses this merely as a 
point of departure, elaborating 
Bach’s figures and amplifying its 
harmonic structure at many points. 
It thus has a quality indubitably its 
own, but one that is more likely to 
delight Stokowskites than Bachians. 
The playing is superb, and the re- 
cording brilliant. 

No. 5 in C. Yehudi Menuhin, violin. 
V-Set 284— $3.50. P*ff$$]. 

This is the second version by Menu- 
hin of this work, made in 1935. The 
first, dating from four years earlier, 
is no longer in the catalogue, but 
it is mentioned here because some 
confusion may result, among those 
who own it, from its description as 
Sonata No. S, when it is actually a 
duplicate of this work. As owners 
of the earlier version know, Menu- 
hin plays the work with sturdy flu- 
ency. It is appropriately well- 
recorded. 

No. 6 in E. Yehudi Menuhin. V-Set 488 

—$3. 

With this set Menuhin rounds out 
the series of three partitas, a re- 
markable accomplishment for an 
artist who had scarcely reached his 
majority. It is one of the best of 
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Menuhin’s recorded performances, 
and very successfully reproduced. 
Prelude only. Wood and the Ne^ 
Queen^s Hall Orchestra, C'-7ii44 — 
$.75. [*^*ff$$], Ormandy and the 
Philadelphia Orchestra, J^-14973 — 
$1. [*^ff$$]. 

I PREFER both the imperious energy 


of Wood and the sweeping grandeur 
of his own transcription to the 
parallel elements of the Ormandy 
version. Surprisingly, too, the Eng- 
lish orchestra is not outdone in bril- 
liant tone or crackling precision by 
the American one. 


VIOLONCELLO (SUITES) 


No. 1 in G. Pahlo Casals, V-Set 742 — 
$7.50. [**fff$$]. 

The artistry of Casals has few more 
impressive evidences on records 
than his playing of this and the 
three works listed below. Both in 
technical discipline and musical 
sophistication they afford a rich 
satisfaction, exemplifying in the 
highest degree the cultivation of 
this generation’s finest skills. By 
some process of decision mysterious 
to me, Set 742, containing suites 1 
and 6f is sold only as a unit, but 
that stricture (according to the 
catalogue) does not apply to Set 611, 
in which Nos. 2 and 3 are paired. . 


No. 2 in D minor. Casals, T-i 5 671-2-3 
—$3. [^^fff$$]. 

No. 3 in C. Casals, F-15674-5-6 — ^$3. 
c*^fff$$]. 

No. 4 in E flat. I<wan D^Archamheau, 
M-Set i9~-$3. Pff$$]. 

Though he was for many years the 
admired cellist of the Flonzaley 
Quartet, D’Archambeau has neither 
the virtuosity nor the fire to deal 
definitively with this music. The re- 
cording is acceptable, but it is not 
likely to endure competition from a 
first-rank cellist even reasonably re- 
produced. 

No. 6 in D. Casals, V-Set 742 — ^$7.50. 
[**fff$$]. 


FLUTE 

In A minor. Rene Le Roy. M-Set 32 — 
$3»50* [*^fff$$]. Sorabande only. 

Marcel Moyse. C-17066 — ^$.75. 
[*^ff$$]. 

For those to whom a flute sonata 
would seem a matter of little attrac- 
tiveness, it may be urged that Le 

ORGAN 

No. 4 in E minor. Gunther Ramin, 
£>-20168-9— $1. [*ff$]. 

This is one of a group of works 
usually described as “trio sonatas,” 
which means simply that the score 
has three separate voices, or parts. 

The designation “trio” does not re- 
fer to instrumentation, of course, as 
in its later eighteenth and nine- 
teenth century application. There is 
much beautiful music in this E 
minor sonata, and Ramin is well 
equipped to realize it, but the re- 
cording is curiously erratic. The 
slow movement is acceptably repro- 


Roy is one of the exquisite musical 
spirits of the day and that his abili- 
ties are magnificently employed here. 
Moyse’s playing of the sarabande is 
charming, but there is little reason 
for investment in a single move- 
ment. 

duced, but the fast movements are 
marred by machinery noise. At the 
price, however, the records are de- 
sirable. The organ, incidentally, is 
that of the Thomaskirche in Leipzig, 
with which Bach was identified so 
long. 

No. 5 in C. Carl Weinrich. ikr-1040-i 
—$3. [**ff$$]. 

There is fine vitality in this per- 
formance, and a sensitive under- 
standing of the style. As in the case 
of his other recordings for Musi- 
craft, the organ of the Westminster 
Choir School at Princeton is used. 
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The recording is clear and well- 
defined, though the surfaces are not 
of the best. 

No. 6 in G. Carl Weinrich, M-1041-2 — 
$3. (In album ^unth the *work 

above — ^$5) [*^ff$$]. 

The specifications of the preceding 


work apply also to this. It should be 
noted that there is a price advantage 
in buying the album in which the 
two works appear (inasmuch as 
there is an overlapping side in each 
sonata), but either may be obtained 
separately. 


TWO CLAVIERS 


No. 4 in E minor. Vitya Vronsky and 
Victor Babin. F- 13 626-7 — ^$ 2 * 

[**fff$$]. 

No. 5 in C. Vronsky and Babin. 
/^-i3 627-8— $2. (With 

vjork above- in V~Set 778 — $3.50. 
P*fff$$]). 

Vronsky’s adaptation of these two 


works (originally for two claviers 
and pedal) is finely tasteful, sty- 
listic, and understanding. The team 
plays them with lovely tonal quality 
and splendid comprehension. Note 
that this music parallels the works 
listed as No. 4 and No. 5 in the 
Organ Sonatas above. 


FLUTE AND CLAVIER 


No. 1 in B minor. Georges Barrkre, flute, 
and Yella Pessl, harpsichord. 
/^-I46i 7-8— $2. [^*ff$$]. 

Rather more intelligence than usual 
has been expended on the recording 
of these sonatas. Two different flu- 
tists have recorded for two different 
companies, but they have managed 
sdmehow to avoid a duplication of 
material. The sonatas played by 
Barrere and Pessl are excellent in 
individual ability and in ensemble, 
also finely recorded. 

No. 2 in E flat mojor. Barrere and Pessl. 
F-14619 — $1, [*^ff$$]. 

Among the six sonatas, this is the 
most successfully integrated, for the 
others favor the flute excessively. 
Also it contains the celebrated 
Siciliano, which is familiar in many 
transcribed forms. 

No. 4 in C. Barrere and Pessl. F-14620 
— $1. [*^ff$$]. 

VIOLA DA GAMBA 

No. 1 in G. Janos Scholz, viola da 
gamba, and Ernst V. Wolff, harpsi- 
chord. C-Set Xi04^ — $2.50. [*ff$$]. 
For those who cherish the prospect, 
here is a rare opportunity to hear 
the viola da gamba, well played by 
Janos Scholz, formerly cellist of the 
Roth Quartet. He handles the cum- 
bersome instrument capably. Wolff 


No. 5 in E minor. Rene Le Roy, flute, 
Albert-Leveque, harpsichord, and 
Lucien Kirsch, cello, ikf- 1067-8 — 
$3.50. Pff$$]. 

This and the succeeding work be- 
long to the same group as the three 
listed above, but Le Roy and 
Leveque subscribe to the tradition of 
the time in which they were written 
by utilizing a string instrument to 
reinforce the bass line. The per- 
formance as a whole is infallible in 
taste and finesse. However, the re- 
cording is a little thin-toned. 

No. 6 in E majofy Le Roy, Albert- 
Leveque, and Kirsch. M-1069-70 — 
$3.50. [*ff$$].^ 

The specifications above also apply 
to this work. (The two sonatas may 
be purchased in M-Set 16 for $6.50, 
a slight saving.) 


AND HARPSICHORD 

is a satisfactory associate. There are 
faults in the recording, but the 
music is soundly delivered. 

No. 2 in D. Scholz and Wolff. C-Set 
Xiii — $2.50. [*ff$$]. 

See entry above. 

No. 3 in G minor. Scholz and Wolff. 
C-Set X147— $2.50. [*ff$$]. 

See entry above. 
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VIOLIN AND CLAVIER 


No. 1 in B minor. No. 2 in E major. No. 
3 in A. Barts Schwarz, violin, and 
Alice Ehlers, harpsichord. G-Set 
MS“7 — $9.50, {Not available sepa- 
rately). 

This group of works is not to be 
confused with the unaccompanied 
suites and partitas, some of who.se 
movements have been edited for use 
with piano. It is a fortunate cir- 
cumstance that the six sonatas are 
available in a uniform interpreta- 
tion, and even more so in considera- 
tion of the quality of the perform- 


ers. Schwarz is a violinist of excel- 
lent taste, and Ehlers a harpsichord- 
ist of established reputation. Also, 
they have been recorded with more 
fidelity than one usually finds in the 
products of “independent” com- 
panies. For an additional recom- 
mendation, the surfaces are excel- 
lent. 

No. 4 in C minor. No. 5 in F minor. No. 6 

in G. Schvoarz and Ehlers. G-Set 
MS-8-~$9.50. [*^ff$$]. 

See entry above. 


TRIO SONATA 


In G. Marcel Moyse, flute, Blanche 
Honegger, violin, and Louis Moyse, 
piano. F-13591 — $1. [**fff$$]. 
According to the dependable Dar- 
rell, the basis of this work is identi- 
cal with that of the G major violin 
sonata discovered in 1928. In any 


case, this is a magnificently culti- 
vated performance, played at a per- 
fectly chosen tempo with exceptional 
mood and understanding. Note par- 
ticularly the brilliantly equitable in- 
tonation of Moyse and Honegger. 


SONGS 


Bist du bei mir. Lotte Lehmann, soprano. 
D-20334 — $.50. [*fff$$]. Elisabeth 

Schumann. F-8423 — $1. [**ff$$]. 

Roland Hayes, tenor. C-17177 — ^$.75. 
[«f$$ 3 . 

The incomparable richness of Leh- 
mann’s voice in her prime is a mov- 
ing complement to this superb 
excerpt from the Anna Magdalena 
Note Book, but the recording is 
erratic and the surface gritty. For 
those who do not care to endure 
these disadvantages, the Schumann 
performance, very affectingly sung, 
is the preferable alternative. Hayes’ 
voice was in poor shape when this 
disk was made, and the reproduc- 
tion is also below par. 

Komm', siisser Tod. Marian Anderson, 
contralto, and Kosti Vehanen, piano. 
il^-1939 — ^$.75. [*^ff$$ 3 . Hulda La- 
shanska, voith chorus. F-7085 — ^$1. 
[^*f$$]. O^Connett and the Victor 
Symphony. F-36233— $. 75 - [^*^ff$$]. 
Stokovoski and the Philadelphia Or- 
chestra. F-8496 — ^$1. [**ff$$]. 


Anderson sings this work with fine 
simplicity and taste, though the 
piano is hardly an ideal accompani- 
ment for the music. However, it is 
preferable both in performance and 
price to the one of Lashanska with 
chorus. Similarly, there is no need to 
pay the extra tariff for the Stokowski 
version if an orchestral one is de- 
sired, for O’Connell’s band is 
virtually the same, and the record- 
ing is far more sonorous. 

Mein Jesu! was fur Seelenweh befallt 
dich in Gethscmane. Stokovjski and 
the All-American Youth Orchestra. 
C-19004— $.75. [**ff$$]. Stokovoski 
and the Philadelphia Orchestra. 
^-14582—$!. [*^ff$$]. 

Though the Columbia label de- 
scribes this as a chorale-prelude, it 
is included in this place because it 
originates in the Schemelli collec- 
tion, from which the work above is 
also taken. To confuse matters fur- 
ther, the Victor issue of 1937 is de- 
scribed by the English title My Jesus 
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m Gethsemane. I do not find the price differential is offset by the 

Youth Orchestra quite so eloquent break required in the new version 

a medium for Stokowski’s purpose as (on a ten-inch record), 
the Philadelphia. Moreover, the 

SUITES 

CLAVIER (ENGLISH) 

No. 2 in A minor. Wanda Lan- No. 5 in E minor. Yella Pessl, harpsi^ 
dowska^ harpsichord, ^-14877-8 — ^$2. chord, F-14859-61 — ^$3. 

Harold Samuel, piano. No. 6 in D minor. Pessl, harpsichord, 
/7-9476-7— $2. [^ff$$]. F-14861-63— $3. {With No, 

The brilliant technic and exquisite 5, in V-Set 443 — $6.50). 
taste of Landowska add much to the Both of these are the sole complete 

clean articulation of her instrument versions of the two works now avail- 

in this recording. It is a more recent able in an American catalogue, 

recording than the Samuel, which is Pessl’s quiet, fluent performance is 

more than a decade old. However, not quite to my satisfaction, but it 

the intelligence of that musician, his has durable sense and poise. The 

remarkable combination of intel- recording is superior to the con- 

lectuality and imagination are still siderable quantity of performances 
audible, despite the thinnish re- by Pessl on Columbia, 

cording and poor surfaces. 

CLAVIER (FRENCH) 

No. 6 in E. Landowska, harpsichord, shamefully neglected by the phono- 
^■-14384 — $1. [**ff$]. graph companies. Landowska’s per- 

Thoitgh the French suites are much formance is of her usual excellence, 

played by students and occasionally and the recording is also of superior 

heard in recital, they have been quality. 

CLAVIER AND VIOLIN 

In A major. Stefan Frenkel, violin, and tributing it to his father. Its pleas- 

E. V, Wolff, harpsichord, M-Set 3 ant, rather formal patterns are 

— $6.50. [^^ff$$]. capably traced by Messrs. Frenkel 

There is no certainty that this work and Wolff. The recording is admi- 

is actually by Bach other than an in- rably clean, but the noise level of the 

scription by K. P. E. Bach at- surfaces is unpleasantly high. 

ORCHESTRA 

No. 1 in C. Adolf Busch and his Cham- [**ff$$]. (With Suite No. i). Fred- 

her Players, P'-ii993-5 — $3. [**ff$$]. erick Stock and the Chicago Orches- 

The complete recording of the set tra, T- 69 14-5— $2. [*ff$$]. Willem 

of four suites under the direction of Mengelherg and the Amsterdam 

Busch is, if anything, even superior Concertgebouvo Orchestra, C-Set 

to the Brandenburg concertos under 168 — ^$3.50. [*f$$$], 

similar auspices. The suites are a This was for long the only Bach 

product of a later recording session, suite for orchestra available in a 

and perhaps a shade more faithful complete recording and is still the 

in tonal quality and balance. There one of which the duplications are 

is no other recording of the first most numerous. By far the most 

suite, nor is one really desirable. faithful and idiomatic performance 

No. 2 in B minor. Adolf Busch and his is the one by Busch, in which Marcel 

Chamber Players, ^-11996-7-8 — $3. Moyse is the excellent solo flutist. 
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It is also much superior in record- 
ing to either the Stock or the Men- 
gelberg versions. There are some 
points of virtuosity that are better 
exposed in the performances by the 
large orchestras, but neither is 
otherwise comparable to the Busch 
performance, and both recordings 
are outdated. 

No. 3 in D. Adolf Busch and his Cham- 
ber Players, ^-12009-10-11 — ^$3. 
[■*^*ff$$]. W eingartner and the or- 
chestra of the Paris Conservatory. 
C-Set 428— -$3,50. [***ff$$]. Desire 
Defauvj and the Brussels Orchestra, 
C-Set 135 — $3.50. [^♦ff$$]. Adrian 
Boult and the BBC Orchestra. V-Set 
214— $3.50. [**ff$$]. 

Of the four works in this series, 
this is the one in which a larger 
body of strings than Busch uses 
might be desirable. That desire is 
splendidly satisfied by the perform- 
ance under Weingartner, which is 
superbly phrased and amply repro- 
duced. For uniformity, most Bach- 
ians will want the version by Busch, 
which is equally admirable as a 
conception. However, for those who 


want this work individually, I 
would urge the Weingartner, for it 
is superior both in statement and 
reproduction to the Defauw and 
Boult versions. There are, of course, 
many individual recordings of the 
celebrated air (including a generous 
helping of Wilhelmj’s transcription 
for the violin G string), but it is 
likely that anyone who owns three 
Bach albums will find it on the odd 
side of at least two of them. A 
critical comparison of them may 
thus be omitted. 

No. 4 in D. Busch and his Chamber 
Players, F-120H-2-3 — $3. [^^fff$$]. 
This is the single recorded edition 
of this work, and a thoroughly satis- 
fying one. 

In G. Goossens and the London Sym- 
phony. — ^$1. [^ff$$]. 

Goossens is responsible not only for 
the performance of this work but 
also for the existence of it, for it is 
a potpourri of keyboard dance move- 
ments edited by him for orchestra. 
I find the string tone of the orchestra 
coarse, the reproduction poorly bal- 
anced. 


TOCCATAS FOR CLAVIER 


In C minor. Artur Schnabel, piano. V- 
1952-$— $i- 50 - 

Though Schnabel has no special 
reputation as a Bach player, his per- 
formance of this (and the work be- 
low) is finely satisfying, save for an 
unaccountable acceleration on the 
first side of the second record. The 
reproduction is soundly sonorous, 
warmly clear. 

In D. Schnabel, piano, F-1954-5 — $1.50. 
[**ff$$]. Yella Pessl, harpsichord. 


C-Set X7c>-$2.50. [^«^ff$$]. 

Since the instruments are different, 
there is no direct comparison possi- 
ble between these two performances. 
However, the interpretation of 
Schnabel is sharper in accents, more 
varied in tonal coloration and dy- 
namics. For those who want a 
harpsichord performance, however, 
the one of Pessl is earnest and un- 
spectacular, tolerably well repro- 
duced. 


TOCCATAS AND FUGUES . 


CLAVIER 


In C minor. Marcel Maas, piano. C-Set 
X 4 --$a. 5 o. C^f$$$]. 

A DULL performance, poorly repro- 
duced. 

In t), Landovuska, harpsichord. F'-ifiyi- 

2— $a. [^*^ff$$]. 


The inevitably (or almost so) excel- 
lent Landowska here plays with 
characteristic vitality and sense. Her 
instrument is very well-recorded. 
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ORGAN 


In D minor. Carl Weinrickt organ, M- 
in6— $1.50. E. Po^er 

Biggs, organ, V-x%o$% — ^$1. 

Edouard Commette, organ, C-69490 
— $1, [*ff$$]. Edouard Mignan, D- 
25Ii6~$.7S. Winifred 

Christie, piano, ^-11219 — $1. 
Stoko*u>ski and the Philadelphia Or-- 
chestra. V-SSgy — $r. [***££$$]. Wood 
and the Queen* s Hall Orchestra, D- 

25551-4.75- 

That there are seven discussible 
versions of this work is proof be- 
yond need for comment that this is 
the “great” D minor toccata and 
fugue, known in recent years prin- 
cipally through orchestral transcrip- 
tion. However much the work gains 
in sonority by such treatment, or 
however more dazzling it may sound 
from a grand piano, the material is 
still to be heard most justly in its 
original form for organ. To this may 
be added the specification that the 
organ should be such a one as Wein- 
rich or Biggs plays rather than that 
of the Lyons Cathedral (Commette) 
or St Nicholas in Paris (Mignan). 
Between the two thus indicated as 
virtuous, my final preference is for 
the animation and musicality that 
resounds in the Weinrich, even 
though the Biggs performance is the 
best I know of by him and it is im- 
maculately reproduced. If one has a 
fondness for more ample sonorities, 
the inexpensive version of Mignan 
has a racy vigor which is of its own 
excellence. It lacks the echo that an- 
swers Comraette’s every phrase, but 
one can hardly cite this as a dis- 
advantage. 

Stokowski’s orchestral treatment 
is, of course, the loudest, most ear- 
shattering of all Bach transcriptions. 
There was more musical quality in 


the first recording by Stokowski a 
dozen years ago (V-6751), but it is 
no longer obtainable, nor would it 
survive a contest in decibels with 
the current version — an excellent ex- 
ample of orchestral discipline and 
recorded fidelity. The performance 
by Wood of his own transcription 
(offered under the pseudonym of 
^Taul Klenovsfcy”) is cited only be- 
cause of its low price. The record- 
ing is very poor. As for Christie’s 
piano-playing, it is done on the 
Bechstein-Moor double keyboard in- 
strument and is thus not comparable 
to any other piano version. The re- 
cording is fair. 

In D minor ("Dorion"). Carl Weinrich, 
organ, ikf- 1 12 1-2 — $3. [*^ff$$]. Toc- 
cata only. Marcel Dupre, F-7421 — $1. 
P'^f$$]. 

A LESSER work than its great succes- 
sor in the same key, this work is 
celebrated for its superb fugue. 
Weinrich not only is credited with 
the only complete version available 
in this country but also plays the 
Toccata more musically than Dupre. 

In E. Carl Weinrich, organ, iW'-iii8-9 

—$3. 

The work is recorded complete, with 
its two fugues, and played by Wein- 
rich with characteristic quality. 
There is a saving in buying the 
Weinrich album, which includes the 
D minor and F major toccatas and 
fugues as well as this work. 

In F, Carl Weinrich, organ, Af-i 117-18 
— $3. ToccatQ only. Albert 

Coates and the London Symphony, 
E-ii468~$i. 

See comment above on Weinrich per- 
formance. The Coates performance 
with the English orchestra is capable 
enough, but the recording is out- 
moded. 


TOCCATA, ADAGIO, AND FUGUE 

fn C major. Carl W einrich, organ. M~ conducting the Minneapolis Orches- 
1120-1— $3. Mitropoulos tra. C-Set igsX— $2.50. 
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Artur Rubinstein j fiano* F-8 895-6 — 
$2. 

At the risk of expulsion from honor- 
ary membership in all Bach societies, 

I confess to finding more of the music 
in this magnificent structure con- 
veyed by Mitropoulos’s performance 
than in either the original organ or 
the Busoni-ized piano. He uses the 
splendidly artful transcription of Leo 
Weiner and plays it with remarkably 
vital feeling. The recording has too 
much of the flatness characteristic of 
Columbia’s recent period to be en- 
dorsed wholeheartedly, but it is clean 
and admirably balanced. I have no 
position contra Weinrich in this in- 
stance, for he plays calmly, elo- 
quently, and without ostentation, but 
the orchestral variety is much to the 

WELL-TEMPERED 

Nos. 1 to 9 . Harry Cumfson, 'piano, 
Dominant-Set i — $7.50. [**f$$]. 

Harriet Cohen, piano, C-Set 120 — 
$6.50. [*ff$$]. 

I PLACE the Cumpson volume first in 
this listing not because it is su- 
perior to the Cohen, but because it is 
a recent recording and decidedly 
clearer, more sonorous than the 
alternative collection. It is advanced 
as the first in a series planned to 
cover the “48,” but it is to be hoped 
that the succeeding volumes are 
played with more animation than 
this one and that the price is more 
closely in line with the merits of the 
records. Despite the twang of the 
piano reproduction I prefer Cohen’s 
alert, stimulating reaction to this 
music to Cumpson’s pedagogical dot- 
ting of i’s and crossing of t’s. 

Nos. 35 to 43 . Ed^n Fischer, piano. 
ir^Set 334— $7.50. P^ff$$]. 

It would be a pleasure to recom- 
mend the whole of Fischer’s superior 
performance of the “48” to the music 
lover, but only this and the album 
noted below have been added to the 
general catalogue. The preceding 
volumes remain “society sets,” which 


gain of this score. There is a brave 
tonal clangor in Rubinstein’s expres- 
sion of the toccata, and warm feel- 
ing in the adagio. However, there is 
an underlying tension in his art, 
which he could not wholly disguise 
when this work was made. 

Adogio only. Casals, cello, ^-663 5— $1. 
[**fff$$]. Stoko^icrski and the Phila- 
delphia Orchestra. ^-8495 — $1. 
P^ff$$]. 

In its own terms, each of these tran- 
scriptions is successfully accom- 
plished, with especial tonal breadth 
from the instrument of Casals. This 
though the recording was made 
nearly a decade and a half ago. The 
Stokowski is seven or eight years 
newer, and correspondingly more 
faithful to the original sound. 

CLAVICHORD 

can be obtained at a premium above 
the original price from dealers who 
imported them from abroad. There 
is, of course, no conceivable justifica- 
tion for this, as it would be just as 
easy to press another five hundred 
of each as it is to press fifty thousand 
of the latest popular song. 

Nos. 44 to 48 . Ed^in Fischer, piano. 
V-Set 447— $6.50. [**ff$$]. 

See entry above. This volume in- 
cludes the English Suite No, 2 in A 
minor played by Landowska (14877- 
8 ). 

In Cy No. 1 . Harold Samuel, 1^-9124 — 
$1. [*ff$$]. Dolmetsch, harpsichord. 
C-DB505— $.75. pff$$]. 

There is not a nuance or a subtlety 
that escapes Samuel in his projection , 
of this prelude and fugue, but the 
bcll-like clarity of the reproduction is 
also unfortunately not pianolike. As 
for the Dolmetsch version, it is diffi- 
cult to tell whether his instrument is 
a harpsichord or a zither. 

In C minor. No. 2 . Samuel, piano, V- 
9i24-“$i. (]*ff$$]I. 

Samuel’s inclination to a fast, once- 
over, breezy lightness is* perplexing 
here, for it would appear that more 
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could be made of this music. The re- 
cording has the thinness of its part- 
ner, noted above. 

In C sharp. No. 3 . Myra Hess^ piano. C- 
4o85-~$.75. 

That note of compassionate hu- 
manity which is as personal to Hess 
as the sound of her voice is deeply 
audible in her performance of this 
music. The recording is not so good 
as she deserves, but it will pass. 

In D, No. 5 . Ms chert piano. F-8681 — $1. 
[*^ff$$]. 

The recommended version of the 
Chromatic Fantasy and Fugue by 
Fischer includes this performance on 
the final side. For those who will 


not acquire it in that way, it may be 
said that the playing is splendidly 
energetic and beautifully colored. 

In E flat minor. No. 8 (Prelude only), 
Stokofwski and the Philadelphia Or- 
chestra, r-6786— $1. [**ff$$]. 

There is sound justification for an 
orchestral transcription of this prel- 
ude, and Stokowski enhances that 
belief with the tasteful pigments he 
uses, and the shape he gives to the 
line through his orchestral brush 
strokes. The recording is still sur- 
prisingly good, though it is more 
than a dozen years old. 

In B flat. No. 21 . Dolmetsch, harpsi- 
chord. U-sosDB — $.75. [*ff$$]. 


BACH, KARL PHILIPP EMANUEL 


Concerto in D. Serge Koussevltzhy and 
the Boston Symphony Orchestra. V- 
Set 559 — $2.50. [***ff$$]. 

This splendid work, in the re- 
arrangement for modern orchestra 
by Maximilian Steinberg, has long 
been a choice item in the repertory 
of the Boston Orchestra. It is music 
of fine breadth and dignity, impos- 
ingly played and excellently re- 
corded. 

Magnificat. Harl McDonald directing 
the Philadelphia Orchestra and the 
Choral Society of the Unwersify 
of Penns yl‘oania. V-Set 444 — ^$2.25. 
[**ff$$]. 

An uncommonly rich and satisfy- 
ing score that is virtually unknown 
m the concert hall. The performing 
group is thoroughly able, and Mc- 
Donald conducts with good compre- 
hension. 

Sonata in A minor. Yella Pessh harpsi- 
chord, V-Set 606— $2.50. [*ff$$]. 
Beyond identifying this as the first 
of the "‘Wurttemberg” sonatas, I can 
offer little illuminating comment. 
The formal patterns of the work are 
not enlivened by PessPs heavy attack 
or the bulky recording. 


Sonata for Clavier in G: Wotqucnne Cato- 
logue 56 , No. 1 . Ernst Victor Wolff, 
piano, if-ioi2 — $1.50. [**ff$$]. 
Brief as this work is, it throws an 
interesting light on the traditional 
position of Philipp Emanuel Bach as 
first composer in the sonata form. 
There are vestigial remains of con- 
trapuntal music apparent, but also a 
plain foreshadowing of the devices 
more familiar in Mozart and Haydn. 
Wolff’s performance is efficient 
enough, and acceptably recorded. 

Suite in D for viols. Ben Stad and 
the A merican Society of Ancient 
Instruments, ^-1714-5-8720— $2.50. 
[**ff$$$]. 

The music of this score is the same 
as that utilized by Steinberg for his 
transcription recorded by Kousse- 
vitzky and the Boston Symphony 
under the title of Concerto in D, It 
is here played in the edition by 
Casadesus, which is the source of the 
Steinberg version. Because of the 
limited number of instruments used, 
and the vaguer timbre of the Stad 
ensemble, the total of sound is less 
persuasive. However, this version 
has a special interest of its own. 




BALAKIREFF 


31 


Symphony No. 3 in C. Frank Black and 
the NBC String Orchestra. 12094- 
5 -$ 2 . 

This is another work for which the 
music lover is wholly dependent on 


the phonograph, for it has no history 
of public performance in this coun- 
try. The performance is excellent, 
the recording somewhat dry but 
clear. 


BACH, WILHELM FRIEDEMANN 


Sonata in C minor. William Primrose, 
viola, and Yella Pessl, harpsichord, 
V-Set 807— $2.50. [**^ff$$]. 

If this work cannot be said to repre- 
sent the genius Bach, it most cer- 
tainly is of the genus Bach — strongly 
rhythmic, firmly musical, abundantly 
artificed. To the urging of Prim- 


rose’s magnificent tone and potent 
musicianship Pessl lifts her art 
above any other manifestation of it 
I know on records, like a good ten- 
nis player who finds unsuspected re- 
sources within himself when in the 
presence of a champion. 


BAUKIREFF, MILY ALEXEIVICH 


Islamey. Simon Barer, piano. P-14028 — 
$1. [**fff$$]. Eugene Goossens and 
the Hollyvoood Bo<wl Orchestra, P- 
687o-$i. [^^ff$$]. 

Though it would seem self-evident 
that an orchestra of ninety men 
should realize more of the color and 
variety in this music than one 
pianist, Barer’s ten fingers are the 
medium for a staggering virtuosity. 
In pure dexterity this is one of the 
representative recordings of our 
time. There is, also, sufficient taste 
blended with the acrobatics to satisfy 
all the requirements of this piece. 
Goossens uses the Casella orchestra- 
tion, which is a more than competent 
job, but the recording is somewhat 
feeble and out of balance. 

Russia, a Symphonic Poem. Sir Hamilton 
Harty and the London Philharmonic. 
C-DB1236-7— $1.50. [^*ff$$]. 

It is to the project known as the Co- 
lumbia History of Music that one is 
indebted for this recording, for it is 


not likely that it would otherwise 
have come into existence. To preserve 
the uniformity of the issue, two ten- 
inch records are used, but this is a 
minor point when one considers how 
seldom the work is played in con- 
cert. For this there is no obvious ex- 
planation, for the score is a lively 
and occasionally expressive commen- 
tary on three excellent folk songs. 
Harty plays the score with obvious 
enthusiasm, and both the orchestra 
and the recording engineers have 
cooperated effectively. 

Thamar. Piero Coppola and the Paris 
Conservatory Orchestra. P-11349-50 
~$2. [^ff$ 3 . 

Though this recording is by no 
means new, it is a reasonable invest- 
ment, both for its price and for the 
sympathetic treatment of the score by 
Coppola. The capabilities of the or- 
chestra are belied by the dull record- 
ing. 
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BARBER, SAMUEL 


Dover Beach. Samuel Barher, baritone, 
and Curtis Quartet. /^-8998-9 — $z. 

It may be that Barber already re- 
grets this indiscretion of five years 
ago, but it may be cited at least as 
an example of his baritoning before 
he became exclusively a composer. 
The recording is good. 

Essay. Ormandy and the Philadelphia 
Orchestra. F-18062 — $1. [***ff$$]. 


Both as an exceptional example of 
contemporary recording and of the 
executive skill of the Philadelphia 
Orchestra this disk has claims on the 
listener’s attention. When those facts 
have been absorbed it may also be 
observed that Barber’s expressive 
abilities have moved forward in the 
period between the two recordings 
of them. 


BARTOK, BELA 


Burlesques, opus 8 . Ed<ward Kilenyi, 
piano, C'-70348 — $1. [**ff$$]. 
Kilenyi vivifies this entertaining 
material with lively fingers and 
crisp rh3^hm. The sections are en- 
titled Bit Drunk” and ‘^A Quar- 
rel.” 

Contrasts. Bartdk, piano, Joseph Szigeti, 
violin, and Benny Goodman, clari- 
net. C-Set X178 — $2.50. [**fff$$]. 


I KNOW of no more accessible ap- 
proach to Bartok’s idiom than 
through this virile, well-imagined 
work. The players are those for 
whom the work was written (except- 
ing, of course, the composer) and 
they play it with splendid enthusi- 
asm and an astonishing consistency 
of intonation. The recording is ex- 
cellent. 


MIKROKOSMOS 


Album of Excerpts. Bartok, piano. C-Set 
455— $3-SO- 

Only a fraction of the 150-odd 
pieces included by Bartok in his ex- 
traordinary project (designed to free 
music students of today from depend- 
ence on tonality, as an orientation) 
is represented in this album of 
twenty excerpts. The predominance 
of dance rhythms permits the dry, 
pungent accents of the composer- 


pianist a proper prominence in the 
playing. 

Staccato and Ostinato. Bart 6 k, piano. C- 
DB1306— $.75. P*ff$$]. 

I WOULD not take an oath these pieces 
are not included in the album above, 
but my impression (sustained by a 
careful check) is that they are not. 
Bartok plays them vigorously, and 
the recording is good. 


QUARTETS FOR STRINGS 


No, 1 in A minor, opus 7. Pro Arte 
Quartet. V-Set 286— $4.50. 

Though an earlier, unpublished 
quartet is known, Bartok identifies 
this as his ‘‘No. i.” The highly skill- 
ful performance of the Pro Arte is 
representative of its best period and 


gives absorbing utterance to Bartok’s 
tightly integrated texture. 

No. 2 in A minor, opus 17. Budapest 
Quartet. V-Set 320-“$4.5o. [**ff$$]. 
The disposition of performers here 
is indeed fortunate, for there is a 
good deal more relevance in this 
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work to the rough-hewn, insistent 
power of the Budapest ensemble than 
to the Pro Arte’s refinement. The 
intrinsic sense of line, the directional 


stream of the score is masterfully 
conveyed by the musicians, and the 
recording is excellent. 


RHAPSODIES 


No. 1 . Bartok, piano, and Szigeti, violin. 
C-11410— $1. P*fff$$]. 

The gnarled opening section makes 
hard going for Szigeti’s tone, but 
once it is achieved, he is able to 


exercise his racy vigor and gift for 
melodic statement in the several 
charming folk themes that make up 
the work. The recording is first- 
rate. 


MISCELLANEOUS 


Roumanian Folk Dances. Bariok, piano, 
and Szigeti, violin. C- 1708 9 — $.75. 
[*^fff$$]. Edith Lor and and or-' 
chestra. jD-25195 — $.75. [**f$$]. 

Both versions faithfully reflect the 
piquant gaiety of these dances, but 
Szigeti makes more of the primitive 


virility of the patterns than Lor and 
does. Moreover, the two sides of the 
Szigeti-Bartok ten-inch disk contain 
one more dance than the five ofiered 
by Lorand on a single side of a 
twelve-inch disk. 


BAX, ARNOLD 


Mater, ora Filium. Leslie Woodgate 
directing the choir of the British 
Broadcasting Corporation. (7-11156- 
57— $2. [♦*ff$$].^ 

No DOUBT, if this volume were of 
English origin, the quantity of re- 
corded Bax would be considerably 
more imposing, for the well-known 
concern of that country for its com- 
posers has resulted in many more 
recordings than are currently in- 
cluded in American catalogues. This 
choral work has imposing breadth 
and stride, and it is excellently per- 
formed and recorded. 

Nonet* Grill er String Quartet, voith 
assisting bass, flute, clarinet, oboe, 
and harp players. (7-11154-6 — $2. 
[♦*ff$$]. 

An excellently sympathetic per- 


formance by thoroughly qualified 
musicians of a characteristic Bax 
score. It is finely recorded. 

Pocan. Harriet Cohen, piano. C-DB1302 

—$.75. [**££$$]. 

A BRIEF exposition of Bax’s style as 
a composer for piano, with Cohen 
a capable intermediary. There is 
little substance to the music, which is 
nevertheless well-reproduced. 

Sonata for Viola and Piano. William 
Primrose, viola, and Harriet Cohen, 
piano. (7-11151-4 — ^$2. [^*fff$$]. 

By much the most communicative 
work included in the Columbia 
album of Bax music, not alone for 
its inherent worth as music but also 
because of the remarkable capacity 
and enthusiasm of the players. The 
recording is first-rate. 
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BEETHOVEN, LUDWIG VAN 


CONCERTOS 

ORCHESTRA AND PIANO 


No. 1 in Q opus 15. Artur Schnabel and 
the London Symphony Orchestra di- 
rected by Malcolm Sargent, V-Set 158 
—$5*50. alter Gieseking 

and the Berlin State Opera Orchestra 
directed by Hans Rosbaud. C-Set 
3o8~$4.5o. 

Though a choice between perform- 
ances by two such redoubtable 
artists as Schnabel and Gieseking 
would seem largely a matter of the 
listener’s preference in tone and 
musical approach, there are some 
clear distinctions to be noted. Gie- 
seking’s playing makes more of the 
singing voice latent in the piano and 
is a more facile projection of 
Beethoven’s patterns. Especially in 
the rondo there is a lightness of 
spirit which Schnabel cannot match. 
To the latter’s credit are an in- 
dubitable authority and fastidious 
control, also a better balanced or- 
chestral background. The slightly 
lower price is the single decisive 
factor in favor of the Gieseking. 

No. 2 in B flat, opus 19. Schnabel and 
the London Philharmonic Orchestra 
directed by Sargent. V-Set 295 — 
$4-50. [*^fff$$]. 

There is no other version of this 
little-played work, which has a good 
deal of distinction and charm. 
Schnabel is certainly to be com- 
mended for his part in this enter- 
prise, for it is likely that 90 per 
cent of the music lovers now ac- 
quainted with the music owe that 
experience to his recording. Both the 
playing and the reproduction of it 
are first rate. 

No. 3 in C minor, opus 37. Schnabel and 
the London Philharmonic Orchestra 
led by Sargent. V-Set 194 — ^$5.50, 
,[**fff$$]. Iturbit piano, and the 


Rochester Philharmonic Orchestra* 
V-Set 801— $5.50. 

Not only is the Iturbi issue as fine 
a reproduction of a piano concerto 
as I have ever heard, both in the 
depth and character of the solo in- 
strument, but also in its balance with 
the orchestra: it is the most credit- 
able effort of Iturbi, the pianist, in a 
large work. However, that is not to 
say that he approaches the incisive- 
ness of Schnabel or his indefinable 
rapport with this music; and the 
division of duties leaves Iturbi, the 
conductor, far short of the efficiency 
of Sargent. Despite its disadvantages 
as a reproduction, then, the Schnabel 
still retains a comfortable margin of 
superiority. 

No. 4 in G, opus 58. Walter Gieseking 
and the Saxon State Orchestra, 
directed by Karl Rohm. C-Set 411 — 
$4.50. p*ff$$]. Schnabel and the 
London Philharmonic led by Sar- 
gent. V-Set 156 — $5.50. [^fff$$]. 

I CANNOT find in Gieseking’s per- 
formance that quality of “from the 
heart to the heart” which Beethoven 
esteemed as the ultimate power of 
his music. It is, however, an ex- 
quisite example of balanced, articu- 
late piano-playing, full of cultivated 
detail and sensitive phrasing. More- 
over, the support provided by the 
orchestra under Bbhm is magnifi- 
cently coordinated with the soloist, 
and the recording is brilliantly full 
and well-balanced. As in the case 
of the preceding work, however, I 
have to prefer the spiritual and emo- 
tional elements that are Schnabel’s 
to the mechanical advantages of his 
competitor. From the first call to the 
fancy of the opening measures, 
Schnabel is more consistently the poet 
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and philosopher than Gieseking. Sar- 
gent’s orchestra is rather poorly- 
treated by the recording, but his 
estimate of the score is a warming 
one. 

No. 5 in E flat ("Emperor"), opus 73. 

Schnabel and the London Symphony 
Orchestra directed by Sargent, V -Set 
155 — $5.50. [**ff$$]. Giesehing and 
the Vienna Philharmonic Orchestra 
conducted by Bruno Walter. C-Set 
243 — $4.50. [*ff$$]. Benno Mo'isH- 
vitch, fwith the London Philharmonic 
Orchestra conducted by Georg Szell. 
V-Set 761— $5.50. 

The challenge to pianistic power 
and intellectual capacity offered by 
this score is more fairly met by 
Schnabel than Gieseking, especially 
if all the elements of the music are 
balanced against all the elements of 
the performances. Gieseking plays 
with more consistently beautiful tone 
and ease, but the exultation of the 


music soars to a higher pitch in the 
Schnabel performance. Despite the 
excellence of the slow movement in 
the Gieseking performance, owing 
principally to the splendid conduct- 
ing of Walter, the continuing im- 
plications of the music are more 
expansively conceived by Schnabel. 
Moreover, the Gieseking-W alter re- 
production is unfortunately afflicted 
by echo. The Moiseivitch version has 
been ignored to this point because its 
musical values are on a recognizably 
lower level than either of the others. 
For those who value exquisite piano- 
playing for its own sake, the play- 
ing of the fastidious Benno may be 
heartily commended, for its singing 
clarity and brilliant finesse. How- 
ever, he is more often lapidarian 
than heaven stormer, and that is the 
measure of his accomplishment. The 
reproduction is excellent. 


VIOLIN AND ORCHESTRA 


In D, opus 61. Jascha Heifetz and the 
NBC Orchestra led by Arturo Tos- 
canini. V-Set 705 — ^$5. [**fff$$]. 

Joseph Szigeti and an unidentified 
orchestra conducted by Bruno Wal- 
ter. C-Set 177 — ^$5.50. [*fff$$]. 

Kreisler and the London Philhar- 
monic Orchestra conducted by John 
Barbirolli. V-Set 325— $6. [*^ff$$]. 
There is more than ordinary diffi- 
culty in recommending a version of 
this transcendental work, for the 
violinist with the most satisfying 
conception — Szigeti — is represented 
by the least acceptable recording. 

For purposes of musical discussion, 
the Kreisler may be dismissed as 
the remnant of a once imposing con- 
ception, weakened by exaggerations 
of phrasing and many technical in- 

VIOLIN, CELLO, PIANO, 
In C, opus 56. Richard Odnoposoff, 
violin, Stefan Auber, cello, Angelica 
Morales, piano, and the Vienna Phil- 
harmonic Orchestra conducted by 


accuracies. Szigeti plays the music 
nobly and with fine grandeur of 
style and emotion, and with con- 
sistent devotion to a symphonic con- 
ception of the score. In this he is 
ably companioned by Walter. How- 
ever, the Heifetz-Toscanini version, 
for all its disaffecting 8H recording, 
is monumentally energetic, impla- 
cably exact and irresistibly under- 
standing. The performance suggests 
that it was played through from be- 
ginning to end with little concern 
for the engineers’ problems, result- 
ing in several abrupt breaks. But 
with all these disadvantages, it is, 
until Szigeti can assert himself on 
more even terms, decidedly prefer- 
able. 


AND ORCHESTRA 

Felix W eingartner, C-Set 327 — $5.25. 
P^ff$$]. 

Most of the quality in this per- 
formance derives from the energy 
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and breadth of Weingartner’s con- 
ducting, for the important elements 
of the score are ensemble rather 
than soloistic. Odnoposoff has a 
weakness for playing out of tune, 


and Auber is too often persuaded to 
follow him; it is Mme. Morales 
(thanks to her instrument) who does 
the most consistent playing in the 
group. The recording is first-rate. 


INCIDENTAL MUSIC 


Egmont, opus 84: Death of Clarchen {See 
Overtures). Weingartner and the 
London Philharmonic Orchestra, 
(7.69657—$!. [^*ff$$]. 

A BRIEF and moving episode beauti- 
fully conveyed by Weingartner, The 
recording (this excerpt is on the 
fourth side of his W eihe des Hauses 
overture) is excellent. 

Freudvoll und leidvoll. Lotte Lehmann, 
soprano, and orchestra conducted by 
Manfred Gurlitt, D-20376 — ^$.50. 

pff$]. 

The wonderful exaltation in the 
first phrase of this song is beautifully 
released in Lehmann’s impassioned 
singing. The recording represents 
her voice in its best period, but the 
reproduction is muddy, the surface 
poor. However, note the price. 

Larghetto. W eingartner and the London 
Philharmonic. C-69596 — $1. [**ff$$]. 
The conductor directs this morceau 
with characteristic distinction. It is 
well-recorded. 

Trommel geriihrt. Die. Lehmann, fwitk 


orchestra directed by Gurlitt. 
D -2027 6 — $.50. [*ff$]. 

See comment on Lehmann item 
above, which is paired with this. 

Ruinen von Athen, Die, opus 113: Turkish 
March {See Overtures) . Paul Par ay 
and the Concerts Colonne Orchestra. 
C-68243 — $1. [**ff$$]. Willem Men- 
gelberg and the Concertgebouvj Or-^ 
chestra of Amsterdam. C-67988 — $1. 
[**ff$$]. Sergei Rachmaninoff, piano. 

— $.75. [*ff$$]. Bartlett and 
Robertson, pianos. (7-17198 — ^$.75. 
[**ff$$]. 

Paray’s performance of this banality 
has more sharpness than Mengel- 
berg’s, though the latter commands a 
better orchestra. Unquestionably the 
piece is most familiar as a transcrip- 
tion for piano, of which Rachmani- 
noff gives a representative perform- 
ance. However, the recording is no 
embellishment of his playing. I do 
not care for the arrangement used 
by the piano duo, though the play- 
ing and the recording are capable. 


OPERA 

FIDELIO 


See Overtures: Fidelio, Leonore. 

AbscheuHcher, wo eilst du hin? Kirsten 
Flagstad and the Philadelphia Or-- 
chestra directed by Eugene Ormandy. 
^-14972—$!. [*^^ff$$]. Lotte Leh- 
mann and orchestra directed by 
Manfred Gurlitt, D-25803 — ^$.75. 
[*fff$]. 

Lehmann’s performance of the aria 
(beginning with “Komm’, Hoff- 
nung”) is vibrant with emotion and 
magnetically personalized, but the 
recording is nearly a decade older 
than Flagstad’s, the orchestra far 
inferior to the Philadelphia. More- 
over, the latter begins with the great 


recitative and carries the scene 
through to its conclusion, with Flag- 
stad’s brilliant, free tones ringing 
through the Academy of Music 
(where the recording was made) 
with rich power and ease. Despite 
its mechanical deficiencies, there is 
a womanly warmth in the Lehmann 
version that is not approached by 
Flagstad, and I would suggest that 
the Beethoven enthusiast possess 
both of these (especially since the 
Decca price is very modest). 

0 welche Lust. Metropolitan Opera 
Chorus and Orchestra directed by 
Giulio Setti, ^’-11249 — $1. [**ff$$$]. 
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The touching chorus of the prisoners 
from the first act of Fidelio is com- 
petently performed by the chorus un- 
der Setti, though there is more drama 
in the music than he discloses* 

In des Lebens Friihlingstagen. Eyvind 


Lakolm and orchestra directed by 
Robert Hegrer, D-30452 — $.50. [^f$]. 
Laholm’s voice is hard and his 
musicianship not of the most subtle, 
but the recording is acceptable in de- 
fault of any other. 


ORCHESTRAL WORKS 

OVERTURES 


Coriolan, opus 62. Dimitri Mitropoulos 
and the Minneapolis Symphony Or- 
chestra. C-11175— $ 1 - P*ff$$]. Wil- 
lem Mengelberg and the Concertge- 
bou^ Orchestra of Amsterdam. D- 
25375 — $.75. [*fff$]. Same. ^-68049 
— $1. [^fff$$]. Adrian Boult and the 
British Broadcasting Corporation 
Symphony Orchestra. 

[**ff$$]. Pablo Casals and the Lon- 
don Symphony Orchestra. F-36291 — 
$.75. [*ff$$]. Bruno Walter and the 
London Symphony Orchestra. 
^-12535— $1. [*'^ff$$]- 
The Mitropoulos performance is the 
most recent of this group, and, on 
the whole, the one in which a con- 
temporary quality of recording is 
best balanced with a respectable con- 
ception of the music. His reading 
does not exhaust the drama in this 
score, and the orchestra he leads is 
not the equal of Mengelberg’s or 
Walter’s, but the impression of an 
actual concert performance is more 
closely approximated than in the 
others listed. The stern and impos- 
ing conception of Mengelberg is as 
faithfully represented on the Decca 
as on the Columbia, and at a sav- 
ing. Both recordings are poor, but 
a comprehensive disk collection 
should include it merely as a check 
against future performances by 
other men. Of the several versions 
with English orchestras, the Boult 
is competent and unexciting, the 
Walter heartfelt but a little senti- 
mentalized and soft-spoken, and the 
Casals marked by a number of inter- 
esting subtleties in the phrasing of 
the string passages but disqualified 


because of now-inferior recording. 
The price is not attractive. 

Egmont, opus 84 . Felix W eingartner and 
the Vienna Philharmonic Orchestra. 
^-69195 — $1. [**ff$$]. Willem Men- 
gelberg and the Ne<w York Philhar- 
monic-Symphony Orchestra. ^-7291* 
— $r. [*ff$$$]. Mengelberg and the 
Concertgebouw Orchestra of Amster- 
dam. C-68058— $1. Pff$$]. MengeU 
berg and the Concertgebou^ Or- 
chestra of Amsterdam. D-z$z %^ — 

$.75. W]. 

The most treasurable qualities of 
Weingartner — his simplicity of 
statement, integrity of feeling, and 
vigor of thought — are finely suited 
to this exacting music, though there 
is more resonance than desirable in 
the recording and occasional blur- 
ring of outlines. It is, however, 
much superior to either of the three 
Mengelberg versions. Since this con- 
ductor has not led the Philharmonic 
for more than a decade, the age of 
the Victor version may be surmised ; 
the Columbia is not much newer; 
and if one wants a reminder of 
Mengelberg’s powerful performance, 
the Decca is adequate for that pur- 
pose. 

Fidelio, opus 72 . Felix W eingartner and 
the London Philharmonic Orchestra. 
C-69545— $1. Bruno Walter 

and the BBC Orchestra. F- 11809 — 
$1. [*ff$$]. Clarence Raybould and 
orchestra. C'-DB- 835 — $. 75 * 

There is a shade more spirit and 
life in the Walter performance, but 
the Weingartner is to be preferred 
for the greater fidelity of the re- 
cording, especially of the all-impor- 
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tant horn parts. The Raybould per- 
formance is part of the Columbia 
History of Music. 

Geschopfe des Prometheus, Die, opus 43. 

Felix W eingartner and the Vienna 
Philharmonic Orchestra, C-68565 — 
$1. [*^ff$$]. W eingartner and the 
London Symphony Orchestra^ 
(7-68220— $1. [*ff$$]. Coates and 
the London Symphony Orchestra, 
F- 36298 ~$. 75 . [*ff$$]. 

This lively work has been recorded 
more often than the listing above 
would indicate, but only the two 
Weingartner performances and the 
one by Coates are at present avail- 
able. The Weingartner versions are 
to be found, it is well to point out, 
on the odd sides of his recordings of 
the seventh and fourth symphonies 
of Beethoven, respectively. So far 
as the overtures themselves are con- 
cerned, the performances have iden- 
tical strength and musicality, but 
the recording of the Vienna or- 
chestra is superior. The Coates per- 
formance is lacking in poise and is 
poorly reproduced. 

Leonore No. 1 in C, opus 138. Toscanini 
and the BBC Orchestra. ^-15945— 
$1. [**ff$$], Mengelherg and the 
Concertgehouna Orchestra of Am- 
sterdam. C-68055 — $1. [*ff$$]. 

There was for long a peculiar 
utility in the Mengelberg version of 
this overture, for it made possible 
a detailed comparison of the quartet 
of overtures which Beethoven wrote 
for Fidelia. However, that pre- 
eminent position has now passed to 
Toscanini, with his forceful, con- 
cise, and engrossing exposition of 
Beethoven’s mental processes. If he 
has not quite the undeviating re- 
sponse from this orchestra that he 
enjoys from the NBC, it must be 
recognized that the recording is 
above the norm of that collabora- 
tion. The Mengelberg performance 
has its musical merits, but they do 
not add to Toscanini’s imposins: 
total. 


Leonore No. 2, opus 72a. Weingartner 
and the London Symphony Orches- 
tra, C-Set X96— $2.50. [*^ff$$]. 
Though universally known as the 
Leonore No, it has now been 
established that this was the over- 
ture played when the opera had its 
premiere in 1806, and thus repre- 
sents an earlier phase of thinking 
than the score above. Paradoxically, 
it is much nearer in spirit and pro- 
cedure to No. 3 than No. 1 is, indi- 
cating that Beethoven’s dissatisfac- 
tion with the dramatic emphasis in 
this work did not deter him from 
immersing it again in the crucible 
of his thought when the faults of 
the second effort confronted him. 
Weingartner plays the work well, 
though a more forceful hand might 
be welcome at some points, and the 
recording is thoroughly good. 

Leonore No. 3, opus 72a. Walter and 
the Vienna Philharmonic Orchestra, 
V-Set 359 — $2.50. [**ff$$]. Mitro- 
poulos and the Minneapolis Orches- 
tra, C-Set X173— $2.50. [^^ff$$]. 
Mengelberg and the Concerigehouv} 
Orchestra of Amsterdam. C-Set 
X40— $2.50. [*ff$$]. Weissmann 

and an unidentified orchestra, 
D-25811-2 — $1.50. [*f$$]. 

The latitude of choice here is not 
as extensive as the number of re- 
cordings might suggest, for only the 
Walter and Mitropoulos versions are 
unflawed by mechanical deficiencies. 
Most of the latter’s performance is 
superbly energetic and enlivening, 
but he imparts a frenzy of physical 
and nervous energy to the marvelous 
coda that is disastrous to its true 
effect. Thus I prefer the consistent 
justness of Walter’s feeling, though 
his orchestra is not so vividly re- 
produced. The Mengelberg version 
is theatrical, the Weissmann un- 
dramatic. Both are poorly repro- 
duced. 

Ruinen von Athens, Die, opus 113. Arnold 
Rose and the Vienna Philharmonic 
Orchestra, [*^f$$]. 
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The orchestra plays this lively 
curio with excellent efficiency under 
the direction of its celebrated con- 
certmaster, who does not, however, 
contribute conspicuously to the per- 
formance. 

Weihe des Houses, Die, opus 124 . Arthur 
Fiedler and the Boston "Pops*' Or- 
chestra, V-Set 6i8 — $2.50. [***ff$$]. 
W eingartner and the London Phil- 
harmonic Orchestra, C-Set X140 — 
$2,50, [«ff$$]. 

It is only within the last year that 
this work has appeared in an Amer- 
ican catalogue, and the representa- 


tion is more than satisfactory. De- 
spite my admiration for Weingart- 
ner’s authority as a conductor of 
Beethoven, I confess to a preference 
for the Fiedler version of this work, 
in part because of the enhancing 
clarity of the recording and the bril- 
liant playing of the orchestra (which 
is, substantially, the Boston Sym- 
phony), but also for the greater 
vigor in his treatment of the fugue. 
However, it may be said that for 
those to whom such a dictum is 
heresy, the Weingartner is solidity 
itself and capably recorded. 


ROMANCES FOR VIOLIN AND ORCHESTRA 


No. 1 in G, opus 50 . Albert Spalding, 
violin, and Andre Benoist, piano. 
F-i 788 -$. 75 . [*f$$]. 

This and the companion piece be- 
low are by no means as feeble as 
contemporary opinion contends. 
However, an attenuated transcrip- 
tion such as this is no contribution 
toward a reversal of that conten- 
tion. The recording is only fair. 


No. 2 in F. Spalding and Benoist. 
^"14579 — ^$1* [*f$$]* Armida Se- 
natra and unidentified orchestra 
with anonymous conductor, D-25867 
—$.75- [^PP$$$]. 

The Spalding performance is simi- 
lar to the one above, while the play- 
ing of Senatra is a ludicrous trav- 
esty emphasized by remarkably bad 
recording. 


SYMPHONIES 


No. 1 in C, opus 21 . Arturo Toscanini 
and the BBC Orchestra. T- 153 8 3-6 — 
$5.50. [*^fff$$$]. fV eingartner and 
the Vienna Philharmonic Orchestra. 
C-Set 321 — $3.50. [^*ff$]. Eugene 
Ormandy and the Philadelphia Or- 
chestra. V-Set 409^ — $4.50. [*^f$$]. 
There can be little dispute that the 
Toscanini performance is the choice 
one among these, both for the finesse 
of his detailed treatment, the ap- 
propriateness of his feeling for the 
music, and the excellent response of 
the orchestra. However, it is some- 
thing of a wrench to realize that it 
costs nearly fifty per cent more than 
so generally admirable a perform- 
ance as Weingartner’s. To be sure, 
he does not match the dynamic range 
to be heard in Toscanini’s treat- 
ment of the first movement, and the 
finale races inimitably under the 
latter’s baton, but Weingartner’s 


conducting is knowing, articulate, 
stylistic. Regrettably the playing is 
marked by too much reverberation. 
Thus the Toscanini may be recom- 
mended unreservedly for those to 
whom price is not a consideration, 
but the Weingartner will certainly 
be satisfying for others. The Phila- 
delphia Orchestra is reproduced 
with excellent realism, but Ormandy 
is insensitive to this music. 

No. 2 in D, opus 36 . Serge Kousse- 
vitzky and the Boston Symphony Or- 
chestra. V-Set 625-- $4. [**^fff$$]. 
Sir Thomas Beecham and the Lon- 
don Philharmonic Orchestra. C-Set 
302 — $4.50. [**fff$]. JV eingartner 

and the London Symphony Orches- 
tra. C-Set 377— $4.50. [^*ff$$]. 

Any one of these recordings would 
be a privilege to possess were there 
no other available. It follows, then, 
that the distinction among them must 
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be very fine indeed. Considering that 
the Beecham interpretation was the 
first one on records to give a com- 
prehensive impression of the life 
and spirit in this work (in the early 
C-Set 45), it is an irony that one 
must recommend a performance 
that has taken over so many of its 
virtuoso effects. That is the Kousse- 
vitzky, which adds to the flash- 
ing brilliance of, essentially, the 
Beecham conception an orchestral 
excellence denied to him. In addi- 
tion the quality of the recording is 
wonderfully good. The prospective 
purchaser should be warned that 
Koussevitzky does least well with 
the largo, where his treatment lacks 
inwardness and true lyric feeling. 
This is the best movement of the 
Weingartner performance, which is 
otherwise continent and feelingly 
phrased, but measurably inferior in 
playing and recording to the Amer- 
ican product. 

No. 3 in E flat ("Eroica"), opus 55. 

Walter and the Philharmonic-Sym'- 
fhony Orchestra. C-Set 449 — $6.50. 
[***££$$]. Toscanini and the NBC 
Orchestra. V-Set 765 — ^$7. [**ff$$]. 
Weingartner and the Vienna PhiV 
harmonic. C-Set 285 — $6.50. [^*ff$$]- 
Koussemtzky and the London Phil- 
harmonic Orchestra. V-Set 263 — 
$6.50. [*f$$]. Max von Schillings 
and an unidentified orchestra. 
^-25244-9 — $4.50. [*f$$]. Coates 

and a symphony orchestra. V-Set 

2G— $4.75* 

Thanks to the appearance within 
the past year of versions by Walter 
and Toscanini, the recorded litera- 
ture of this work is in far healthier 
condition than it has been for some 
time. Furthermore the musical ad- 
vantages of the Walter perform- 
ance are companioned by a reason- 
able efficiency of recording, which 
is sufficiently superior to the com- 
pressed, cough-interrupted 8H re- 
cording of Toscanini (made at an 
actual performance) to focus at- 


tention on the unassailable eloquence 
of his interpretation. Walter meets 
the challenge of the first movement’s 
recapitulation with magnificent au- 
thority and summons the right pro- 
portions of animation and reflective- 
ness for the finale. I have plenty of 
admiration for Weingartner’s con- 
ception, but it does not move me as 
does Walter’s. Of the others, the 
Koussevitzky may be disqualified 
for its absurdly high price in rela- 
tion to the vagaries of tempo and 
the inequalities of recording; and 
the other two for weaknesses that 
would be costly at any price. 

No. 4 in B flat, opus 60. Toscanini and 
the BBC Orchestra, V-Set 676 — $4.50. 
[**ff$$]. W eingartner and the 
London Philharmonic Orchestra. 
C-Set 197 — $4.50. [*^ff$$]. Ormandy 
and the Minneapolis Orchestra. 
V-Set 274— $5.50. [**f$$]. 

Since the Toscanini version is at 
least five years newer than the 
Weingartner, it is an almost auto- 
matic choice, especially since it 
duplicates virtually all the dynamic 
gradations and tempos of that work. 
This is not to imply that Toscanini 
has modeled his conception on 
Weingartner’s but rather that the 
general attitude toward this work 
has become so well-defined that few 
deviations are considered. However, 
Ormandy considers them — and to his 
loss, for he confuses fussiness with 
subtlety, and exaggeration with ex- 
pression. 

No. 5 in C minor. Toscanini and the 
NBC Orchestra. V-Set 640— $4.50. 
[^*fff$$]. Stokowski and the All- 
American Youth Orchestra. C-Set 
451 — $5.50. [*^ff$$]. Weingartner 

and the London Philharmonic Or- 
chestra. C-Set 254 — $4.50, [**fff$$]. 
Furtwdngler and the Berlin Phil- 
harmonic Orchestra. V-Set 426 — $5. 
[**ff$$]. Koussevitzky and the Lon- 
don Philharmonic Orchestra. V-Set 
245— $5-50. P*f$$$]. Sir Henry 

Wood and the Queen* s Hall Qrchcs- 
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tra, J!)-25707-io— $ 3. [*f$]. Josef 

Rosenstock and the Berlin State 
Opera Orchestra. jD-25211-4 — $3. 

Arthur Nikisch and the Ber- 
lin Philharmonic Orchestra. GB-S^- 
92 — $10. [See below]. 

Save for its determined avoidance 
of the best sound possible for en- 
gineers to press into the grooves of 
a record, the Toscanini recording 
of this symphony could be designated 
as the required No. i set of any 
phonograph collection. Certainly 
there is no other album into which 
has been compressed so much dy- 
namic vitality subservient to so con- 
sistent a sense of artistic values. 
Moreover, the fine NBC orchestra 
participates with an intentness that 
conveys its awareness of collabo- 
rating in a historic recording. How- 
ever, the playing was done in Radio 
City’s Studio 8-H, with a consequent 
lifelessness of sound that is only 
too apparent in the reproduction of 
it. There are also a few crescendi 
that seem to have been mechanically 
augmented. The Stokowski version 
ranks next only in chronological 
terms, for the treatment of Sto- 
kowski is absurdly theatrical, 
rhythmically unstable, and emotion- 
ally distraught. Moreover, the re- 
cording is flat and unresonant. The 
Furtwangler performance, though 
overstressed and emphatic, is cer- 
tainly a faithful reproduction of 
the conductor’s conception, and 
splendidly played by the Berlin or- 
chestra. The recording of the 
Weingartner performance, though 
amply loud and dynamically compre- 
hensive, is not sufficiently attractive, 
at the price asked, to be recom- 
mended. The Koussevitzky is not to 
be compared with any of the fore- 
going as a recording, and the per- 
formance is arbitrary and uncon- 
vincing.. The Wood set is capably 
played and efficiently reproduced. 
However, there is little heat in the 
conducting and little flame iti the 


music that results. In the other 
Decca bijou a plodding perform- 
ance has been mishandled by the re- 
corders. 

For those who are interested in a 
factual report on one of the great 
names in interpretative history, the 
Nikisch album has its incontestable 
fascinations. It is, of course, more 
than a score of years old, the re- 
cording is primitive, and the sound 
feeble. However, the authentic per- 
sonality of the conductor may be 
discerned, potent and intense. 
(Available only on special order 
from Gramophone Shop, New 
York.) 

No. 6 in F ("Pastoral"), opus 68. Tosca- 
nini and the BBC Orchestra. V-Set 
417 — $4. [**fff$$]. Mitropoulos and 
the Minneapolis Symphony Orches- 
tra. C-Set 401 — $5.50. [***ff$$]. 

IV alter and the Vienna Philhar- 
monic. V-Set 2oG — $4. [**ff$$]. 

Paul Paray and the Concerts Co- 
lonne Orchestra. C-Set 201 — ^$5.50. 
[*ff$$]. Von Schillings and an un- 
identified orchestra. jD-25493-8 — 
$4.50. [*f$$$]. 

Mitropoulos has a small edge of 
calendar advantage on his side, for 
his recording is the newest of the 
group itemized, and a shade more 
faithful to the sound of an orchestra. 
However, that fidelity only reveals 
more sharply the tense and unstable 
treatment of the score by Mitro- 
poulos, his passion for brisk tempos 
suggesting that the man he was 
escorting through the country was 
aware he might not reach shelter 
before the storm broke. There are 
many subtleties in his organization 
of the orchestral texture, but they 
are mainly useless ones. By contrast, 
both the Toscanini and Walter ver- 
sions are havens of serenity and 
repose, with the latter recommended 
as an especially good investment for 
those who do not insist on the latest 
miracle of reproductive fidelity. It 
is indeed an admirable accomplish- 
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ment if not quite so vividly recorded 
as Toscanini’s. For those who are 
willing to endure even a smaller 
measure of orchestral suggestion, I 
commend the Paray performance, to 
my taste the most poetic of all of 
these, though by current standards 
a weak, unconvincing approxima- 
tion of an orchestra. Schillings’s 
countryside is decidedly unattractive, 
the sound of the orchestra thin and 
displeasing. 

No. 7 in A, opus 92 . Toscanini and the 
Philharmonic-Symphony Orchestra. 
V-Set 317 — $5.50. [*ff$$]. JVein- 

gartner and the Vienna Philhar-- 
monic Orchestra, C-Set 260 — ^$5.50. 
[**fff$$]. Stoko<ujski and the Phila- 
delphia Orchestra. V-Set 17 — $5.50. 
[*ff$$]. 

That impatience with the technical 
processes of recording which blem- 
ishes many of Toscanini’s finest per- 
formances is especially evident in 
this set Because the engineers were 
uncertain of the time the conductor 
would pause between sides, the 
breaks are followed by blank 
grooves often totaling to half a 
minute before the music resumes. 
This is not the only deficiency of the 
records, for the volume range is ex- 
cessively wide, resulting in almost 
inaudible pianissiraos and shatter- 
ing fortes. And Toscanini’s insist- 
ence’ upon playing the trio of the 
scherzo at a fast pace is well- 
known. But, when all this has been 
said, there remain the insistent 
vitality of the performance, the bril- 
liant energy of the first movement 
(by far the best in his performance), 
and the intoxication of the finale. 
Weingartner’s is a more consistent 
conception, but if it does not intrude 
so jarring a note as the scherzo 
defection noted above, it also leaves 
the listener short of the dizzy 
heights to which he is carried by 
Toscanini. For its irreplaceable 
individuality, then, the Toscanini 
version must be preferred, but only 


with the reservations listed. Despite 
the age of the Stokowski version, 
the fact that it was much in advance 
of the recording being done at the 
time it was issued leaves it still 
with some distinctive characteristics. 
The discipline and skill of this great 
orchestra are represented at their 
peak, and the performance itself is 
more continent and straightforward 
than many recent ones by this con- 
ductor. 

No. 8 in F, opus 93 . Koussewfzky and 
the Boston Symphony Ordhestra. 
^"-336 — $3.50. [**^ff$$]. Weingart- 
ner and the Vienna Philharmonic Or- 
chestra. C-Set 292 — $3.50, [**ff$$]. 
The essentially objective character 
of this work makes less evident the 
idiosyncrasies that mar Kousse- 
vitzky’s performance of the Eroica 
and C* minor symphonies of Bee- 
thoven. Actually there is little to 
separate his conception of the music, 
per se, from Weingartner’s, but the 
great superiority of his players and 
the recording of them places the ad- 
vantage definitely on his side. 

No. 9 in D minor ("Choral"), opus 125 . 
JV eingartner and the Vienna Phil- 
harmonic Orchestra. C-Set 227 — 
$8.50. [*ff$$]. Stoko^wski and the 
Philadelphvd Orchestra. V-Set 236 — 
$9. [**ff$$]. 

By that cyclical evolution peculiar 
to the phonograph catalogue it is 
now incontestable that the least well- 
represented of the nine symphonies 
is the last, one of the early ones to 
be recorded complete. This is par- 
tially due to the challenging difficul- 
ties of the score, but there are other, 
more complex scores (not by Bee- 
thoven) that are better accounted 
for. Of the two versions listed, the 
Weingartner is the one to be fa- 
vored, not only because the German 
text is used (Stokowski prefers an 
English translation) but also for 
the conductor’s juster sense of the 
music inherent in the work, espe- 
cially in the celestial slow move- 
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ment However, the reproduction of 
it is frequently marred by blurring 
and reverberation. The Stokowski is 
a cleaner recording job, and more 
efficiently played; but it is, in the 
end, a less affecting reaction to the 
opportunities of the score. (Wein- 
gartner’s soloists are Luise Hellets- 
gruber. Rosette Anday, Georg 
Maikl, and Richard Mayr; those of 
Stokowski Agnes Davis, Ruth Car- 
hart, Robert Betts, and Eugene 
Lowenthal.) 

"Battle" Symphony (Wellington's Sieg, 
Oder die Schlacht bei Vittorio), opus 91. 
Frieder W etssmann and an unidenti’- 
fied orchestra. Z)-2 5069-70— $1.50. 
Pf$]. 

A SYMPHONY only by courtesy, this 
could as well be called an over- 
ture or a fantasy. It has no audible 
merit (a virtually unique distinction 


for any piece signed with Bee- 
thoven’s name) and consists largely 
of noises suggesting a bombardment 
and quotations of “Rule Britannia” 
and “God Save the Ring.” The re- 
cording is scandalously poor, but 
those who have a curiosity about 
the work can at least distinguish its 
patterns. 

"Jenoer" Symphony. Weissmann and an 
unidentified orchestra. JD-2S459-61 — 
$2.25.. [*ff$]. 

This work is attributed to Bee- 
thoven on the strength of a score 
signed with his name discovered at 
the University of Jena in 1909. Au- 
thentic or not, it is a conventional 
work of its period (c. 1790), which 
is played with proper vigor by Dr. 
Weissmann. The recording is not 
good, but satisfactory for docu- 
mentary purposes. 


ORCHESTRAL WORKS WITH CHORUS 


Missa Solemnis, opus 123. Serge Kous- 
sevitzky conducting the Boston Sym-- 
phony Orchestra, fwith the Harvard 
Glee Club, the Radcliffe Choral 
Society, and Jeannette Freeland, 
soprano, Anna Kashas, alto, John 
Priebe, tenor, and Norman Cordon, 
bass. V-Sets 758 — $6.50, 759 — ^$6.50. 
[^^ff$$]. 

Considering the effort that has been 
expended on the preparation of this 
work, it is regrettable indeed that a 
little further consideration could not 
have been given to the recording of 
it — for example, that it could not 
have been recorded at a session for 
that purpose rather than at an 
actual performance. For then some 
of the annoying breaks (especially 
the one in the middle of Burgin’s 
solo in the “Benedictus”) might 
have been better timed, the sound 
panorama a little more carefully 


controlled. But it must be acknowl- 
edged that this version is a bargain 
at the price (when the old one of 
the Orfed Catald cost a third again 
as much). Rather costly to the artis- 
tic success of the enterprise are the 
indifferent abilities of the solo quar- 
tet, for Cordon alone reaches a level 
of distinction (in the “Miserere”), 
whereas Vreeland and Kaskas are 
rarely more than acceptable. Priebe 
is not as engulfed as he is in the 
St. Matthevds Passion recording, 
but I would not call him good. And, 
finally, Koussevitzky’s feeling for 
the music impresses me as the prod- 
uct of thought and study rather than 
of an intrinsic predisposition. It 
only remains to be said that the or- 
chestra plays magnificently, the 
choruses are good, and the whole 
sound reasonably close to the level 
expected of the Boston Orchestra. 


MISCELLANEOUS ORCHESTRAL WORKS 

Twelve Contradances. Hovoard Barlovo tem*s Orchestra. G-Set X184 — ^$2.50. 
and the Columbia Broadcasting Sys^ [**ff$$]. 
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One of the thoroughly applaudable finale of the Eroica suggested by the 
efforts of Barlow on records, and a fifth dance, and the theme of Kreis- 

better recording than he usually ler’s Rondino in the eleventh, 

draws. Beethovenians will find the 

QUARTETS 

STRINGS 


No. 1 in F, Budapest Quartet, C-Set 
— $4,50. [^*fff$$], Coolidge 

Quartet, V-Set 550 — $3.50. [**ff$$]. 
Busch Quartet, V-Set 206 — ^$3.50. 
[*ff$$]. lener Quartet, C-Set 58 — 
$3.50. [^ff$$]. 

The recent plan of Victor to re- 
record all of the Beethoven Quartets 
with the very able Coolidge ensemble 
(which has now progressed more 
than a third to completion) has lost 
some of its importance with the shift 
of the Budapest and Busch Quartets 
to Columbia and the promise that 
a complete edition will be forthcom- 
ing from the two ensembles. What 
that means is apparent already, for 
of the two new versions of this first 
quartet (which is a good deal more 
suitable to the style of the Coolidge 
ensemble than the Budapest) I am 
compelled to prefer the Budapest 
performance for its superior tonal 
sheen, rhythmic bite, and technical 
precision. It is, in a phrase, not be- 
cause I like the Coolidge effort less 
but because I like the Budapest more 
that I make this choice. Both are 
splendidly recorded. However, if 
the price differential noted above 
continues through the series, it may 
be that the Coolidge will be estab- 
lished as a desirable, economical 
alternative. But the purchaser is 
advised not to commit himself until 
all the evidence is in. 

No. 2 in G, opus 18, No. 2, Coolidge 
Quartet. V-Set 622 — ^$3.15. [***ff$$]. 
Budapest Quartet. F-Set 601 — $3.50. 
[^^ff$$]. Lener Quartet. C-Set 66 — 
$3.50. [Hmi 

The Coolidges have apparently 
made a particular study of this 
work, for they play it with extraor- 
dinary grace and flexibility. Com- 


paratively the Budapest perform- 
ance is a bit heavy-gaited though 
superbly executed. 

No. 3 in D, opus 18, No. 3. Budapest 
Quartet. V-Set 289 — ^$3.50. [^^fff$$]. 
Coolidge Quartet. V-Set 650 — $2.50. 

Lener Quartet. C-Set 75 

—$3.50. 

The advantage here reverts to the 
Budapest ensemble, despite the ad- 
ditional cost, for the highly formal 
patterns are played by them with 
exceptional intelligence and warm- 
heartedness. However, the Coolidge 
performance may be recommended 
as a highly satisfactory alternative. 
As in the case above, the Lener en- 
semble is outmatched, musically and 
financially. 

No. 4 in C minor, opus 18, No. 4. Cool- 
idge Quartet. V-Set 696 — $3.15. 
[^*ff$$]. Lener Quartet. C-Set 288 
—$3.50. [«ff$$]. 

In a purely limited sense this is the 
most representative performance on 
records by the Lener Quartet, but it 
is neither as well integrated as the 
Coolidge performance nor so well 
reproduced. 

No. 5 in A, opus 18, No. 5. Coolidge 
Quartet. V-Set 716 — $3. [**ff$$]. 

Lener Quartet. C-Set 301 — ^$3.50. 

[**£$$]. 

Much of this work is capably played 
by the Leners, but the variations, 
which are its distinctive movement, 
proceed at a stodgy pace and with 
erratic intonation from Lener. By 
contrast, the Coolidge performance 
is a model of virtuous musician- 
ship. 

No. 6 in B flat, opus 18, No. 6. Coolidge 
Quartet. V-Set 745 — $3. [**ff$]. 

Lener Quartet. C-Set 60 — ^$3.50. 

[*ff$$]. 
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There is little need to elaborate on 
the distinctions established concern- 
ing the Coolidge and Lener Quar- 
tets, save to say that this example of 
the latter’s skill is also poorly re- 
produced. 

No. 7 in F, opus 59, No. 1. Coolidge 
Quartet. V-Set 804 — $4.50. [**f$$]. 
Roth Quartet. C-Set 256 — ^$5.50. 

The suspicion presented by the 
Coolidges’ playing of the opus 18 
quartets (that they were essentially 
a neat, fluent ensemble with a spe- 
cial affinity for these works) is un- 
fortunately substantiated by this 
performance, the most recent in 
their series. The opening lacks 
majesty and stature, the develop- 
ment of Beethoven’s plan is small- 
scaled and a little pedantic. There 
is a little more heroic spirit in the 
Roth conception, but the hobbling 
politeness of the phrasing and ac- 
cents is no boon to Beethoven. Here 
is a case where the best counsel is 
patience. 

No. 8 in E minor, opus 59, No. 2. Buda- 
pest Quartet. V-Set 340 — $4.50. 
[*^fff$$]. Lener Quartet. C-Set 50— 
$4.50. [*f$$]. 

The fine abilities of the Budapest 
players reach their apotheosis in this 
recording, for the quartet is one of 
the most subtle and difficult of Bee- 
thoven’s sixteen. There are passages 
in which the intonation of Rois- 
mann (first violin) is not solidly 
centered, but one could hardly im- 
prove upon the firmness and intelli- 
gence of his leadership or the 
integration of the ensemble. This, 
properly, is most compellingly 
demonstrated in the wonderfully 
rich adagio. The Leners can match 
neither the technical address nor 
the emotional sophistication of the 
Budapest players. 

No. 9 in C, opus 59, No. 3. Lener Quar- 
tet. C-Set 51— $4-50. [^ff$$]. Busch 
Quartet. V-Set 171— $4*50. [**f$$3. 
Neither of these performances is as 


good as the work merits, for the 
Busch players have the musical 
ability, the Leners the mechanical 
skill, without a satisfying fusion in 
either case. The first version is at 
fault in the fugue, which is thin- 
sounding and wiry; the second 
makes less of the slow movement 
than the patterns permit. 

No. 10 in E flat ("Horfen"), opus 74. 
Budapest Quartet. V-Sef 467 — $4.50. 
[**fff$$] Lener Quartet. C-Set 202 
—$4.50. [**ff$$]. 

The executive challenge of this 
score is beautifully met by the Buda- 
pest players with a performance that 
is lyrically eloquent, finely phrased 
and articulated. Their performance 
of the variations is particularly 
clean. It should be noted that this 
album of the Leners is of more re- 
cent date than most of their per- 
formances of the earlier quartets, 
and thus a more representative re- 
cording. 

No. n in F minor, opus 95. Busch Quar- 
tet. ^-8252-53 — ^$2. [*ff$]. Roth 

Quartet. C-Set 251 — $3.50. [**ff$$]. 
Save for a lack of incisiveness, the 
playing of the Roths is meticulous, 
faultlessly balanced, and a satis- 
faction to the ear. However, in- 
cisiveness is the sine qua non to a 
successful interpretation of this 
work, and the Roths’ deficiency is 
fatal. Thus, though the recording of 
the Busch performance is a good 
deal weaker and less faithful in its 
colors, the treatment of the music is 
more adult and satisfying. Also, its 
compression into two records re- 
sults in a saving, though an 'album 
is not included. It is rather ironic 
that the Leners’ playing of this 
work, one of their finest phono- 
graphic achievements (in old C-Set 
56), has not been reissued in a con- 
temporary recording. 

No. 12 in E flat, opus 127. Busch Quartet, 
V-Set 489— $5.50. [*»ff$$3. 

The even distribution of merit in 
the Busch version is a boon for the 
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listener. It is soundly played and 
very well-recorded. 

No. 13 in B flat, opus 130, Busch Quar~ 
Ut. C-Set 474 — $5.50. Bu- 

dapest Quartet, V-Set 157 — $5.50. 

Lener Quartet, C-Set 70-— 

$5.50. 

For the luminous strength of the re- 
cording alone, the Busch album 
would be a privilege to possess; but 
it is also a performance of eminent 
dignity, fine energy, and, above all, 
probing insight. The tone is some- 
times close to the borderline between 
incisiveness and harshness, but not 
often enough to constitute a liability. 
There is a good deal to admire in 
the Budapest treatment, but the re- 
production is now outmoded in dy- 
namic range and tonal values. In 
all probability the Lener set will 
soon be withdrawn from the Co- 
lumbia catalogue. 

No. 14 in C sharp minor, opus 131. Buda- 
pest Quartet, C-Set 429 — ^$5.50. 
[***fff$$]. Lener Quartet, C-Set 
i75'“$5-50.^ [*ff$$]. 

Any previous encomiums or com- 
mendations for the Budapest Quartet 
seem paltry indeed in consideration 
of that to which they are entitled 
for this performance. However, 
rather than foaming hyperbole, let 
it be merely said that the interpreta- 
tion is in the highest degree worthy 
of the work itself, mirroring its 
flights of wild exultation and deep 
despair, bringing its uncountable 
subtleties to the ear with utter justice 
and undeviating taste. The record- 
ing is rich in its own catalogue of 
merits. The thin, unsatisfying Lener 
performance is still listed in the 
catalogues, but it will probably be 
withdrawn. 

No. 15 in A minor, opus 132. Busck 
Quartet, V-Set 490— $6. [**ff$$]. 
Lener Quartet, C-Set 273 — ^$7.50. 
[*’'^ff$$$]. London Quartet, C-Set 

i93-~$5.5o. [*ff$$]. 

The careful, conscientious musician- 
ship of the Busch ensemble is finely 


reflected in their performance of this 
work. The soaring finale is some- 
what constrained by the preciseness 
of their treatment, but throughout 
the work there is a lively response 
to its beauty of line, its concentra- 
tion of expression. The Lener set 
has an excellingly fine performance 
of the “Song of Thanksgiving,’’ but 
the remainder of the album is not 
on this level. At its price, however, 
it is a more desirable investment 
than the London set, which has 
faults of recording as well as inter- 
pretative limitations. 

No. 16 in F, opus 135. Lener Quartet. 
C-Set 307“-$3-50‘ [**fff$]. Busch 
Quartet, F-Set 287 — $4.50. [**ff$$]. 
Adagio and Scherzo only. Toscanini 
and the NBC Orchestra, F-15547-8 — 
$2. [**fff$$]. 

The Leners’ performance of this 
quartet is in all respects satisfactory. 
They play with more lightness and 
spirit than the Busch ensemble, 
which seems more concerned with 
the philosophic implications of the 
score than with the plain meaning 
of the notes. However, the sharper 
rhythmic feeling of Lener and his 
men is very welcome in this work. 
There is little to choose between the 
recording of the two performances, 
but the margin, such as it is, favors 
the Leners. Toscanini’s performance 
of the two middle movements of the 
quartet has its own especial virtues 
of sensitivity and largeness of spirit, 
especially the deeply moving adagio, 
which is beautifully conveyed. 

Grosse Fuge in B flat, opus 133. Buda- 
pest Quartet. ['^ff$$]. 

Lener Quartet. C-Set X6 — ^$2.50. 

C*ff$$]. ^ 

Since this is the original finale of 
the B flat (opus 130) quartet, it 
would follow that the quartet re- 
sponsible for the best interpretation 
of that work should also be given 
the preference here. However, this 
is not a sample of the Budapest 
players’ best abilities. There are 
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more than a few technical errors; prospective purchaser might be 

much of the playing is scratchy, and counseled to wait for a new version, 

the recording is also thinnish. But it particularly one by a string or- 

can hardly be said that the Lener chestra, for the weight of sound thus 

performance is strikingly superior, brought to bear is an advantage to 

or as good musically, though it is the texture of this score, 

better executed. On the whole, the 

STRINGS AND PIANO 

In E flat. £. Robert Schmitz and mem- preter of Beethoven, but he treats 

bers of the Roth Quartet, C-Set 348 the score sympathetically and with 

— $4.50. [**ff$$]. good technical address. The collabo- 

An adaptation (made by the com- rating strings play well and, as the 

poser himself) of the fine quintet — work does not make severe intel- 

opus 16 — this score was originally lectual demands, with sufficing corn- 

written for piano, oboe, clarinet, prehension. The recording is satis- 

bassoon, and horn. Schmitz is hardly jfactory. 

a forcible or deeply individual inter- 

QUINTET FOR STRINGS 

In C, opus 29. Lener Quartet and Wil- will find their list of favorite 

Ham Primrose, <viola, C-Set 294 — Beethoven works increased by one. 

$4.50. [^*fff$$]. The Leners respond enthusiastically 

Though occasionally played by to the potent drive of the music, due 

English chamber music groups, this in part, one suspects, to the stimu- 

work is virtually unknown in lating presence of Primrose. The re- 

America. Certainly music lovers who cording is distinctly good, 

avail themselves of this recording 

SEPTET 

In E flat, opus 20. Arthur Catterall, pressed with the high catalogue 

violin, leading members of the BBC number of the album, for the record- 

orchestra, F-Set 571— $5-5o. [*f$$]. ing suggests that it was made at 

The playing is scarcely majestic, least half a dozen years ago. The 

but it is substantially musical and horn, especially, suffers from in- 
sufficiently animated. However, the efficient placement and reproduction, 

purchaser should not be unduly im- 

SONATAS 

PIANO 

Complete edition of the sonatas. Artur Volume 4: Nos. 2, 14, 26 ^$17.50. 

Schnabel, Contained in eleven al- Volume 5; Nos. ii, 20, 23 — $17.50. 

bums, available only by special order Volume 6: Nos, 18, 6, 8 $17.50, 

and in complete volumes. Volumes Volume 7* Nos. i, 10, 28 $17.50. 

I and 2 are out of print and can be Volume 8: Nos, 3, 17, 22 — $17.50. 

obtained only by payment of a Volume 9: Nos. 12 and 21 — $15. 

premium over listed price. The Volume 10: No. 29— $15. (See No. 

others are stocked by dealers in 29, p. 49. 

certain large cities. The thirty-tvoo Volume ii: Nos. 4 and 16 — $17.50. 
sonatas are distributed as follovos: No. 8 in C minor ("Pathetic"), opus 13. 
Volume i: Nos. 24, 27, 32— $17.50. Wilhelm Bachaus. i^-6771-2— $2. 

Volume 2: Nos. 9, 13, 30— $17.50. [*ff$$]* Karol Szreter. D-25230-1-- 

Volume 3: Nos. 15, 19, 31 — $17.50. $1.50. [*f$]. 
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Bachaus’ treatment of the opening 
adagio section is luridly dramatic, 
his lingering on the lyric subject of 
the movement proper a sentimental 
inclination. However, the slow move- 
ment is very well-played, and his 
treatment of the finale a proper 
summation of the whole work. One 
cannot object to Bachaus’s concep- 
tion; it is the deviations from it 
which are unfortunate. The record- 
* ing is thin and somewhat clangy. 
Szreter’s conventional statement of 
the music is invalidated by poor re- 
cording and noisy surfaces. 

No. 14 in C sharp minor ("Moonlight"), 
opus 27, No. 2. Bachaus. F-8735-6 — 
$3. [*ff$$]. Egon Petri. U-Xyy — 
$2.50. [**f$]. Harold Bauer. V- 

6591-2 — $2. [*ff$$]. Ignace Jan 

Padereeu^ski. V -Set 349 — $2.50. 
[*^f$$$]. Szreter. D-20015-6 — ^$1. 
[^f$]. 

Among these recordings there is 
not one that is wholly satisfactory. 
In part this is due to the absurd 
legend with which this work has 
been surrounded, leading to its 
wholehearted endorsement by Pade- 
rewski, its stout resistance by Petri. 
The latter is technically the most 
expert of the group, and the best 
recorded, but the opening section is 
too measured and rigid, the finale 
rushed. Though the Bachaus per- 
formance is poorly recorded, his 
feeling for the music is sympathetic 
and generally conveyed with surety. 
Bauer tends to poetize unnecessarily, 
while the Paderewski is both dis- 
torted and mechanically inept Tak- 
ing all elements together, the prefer- 
ence (a reluctant one) must be given 
to Bachaus. The only virtue of the 
Szreter recording is its small cost 
No. 15 in D ("Pastoral"), opus 28. 
Szreter, D-2543 7-20004-20054—$ 1.75. 
[*ff$]. 

This recording is not apt to satisfy 
any desire save the one of having a 
performance of the sonata nominally 
included in a Beethoven collection. 


Szreter’s playing is by no means 
bad, but the reverberating bass and 
dull treble are constant irritations. 
No. 17 In D minor, opus 31, No. 2. 
Walter Gies eking. C-Set X39 — $2.50. 
P^fff$$]. 

Though this is one of the older 
albums in the current Columbia 
catalogue, it remains a brilliantly 
successful projection both of Giese- 
king’s intimate understanding of the 
music and his characteristic piano 
tone. It has, indeed, more retention 
of sound, a deeper sonority than 
many piano recordings of recent 
date. Altogether, an indispensable 
album for any collection. 

No. 21 in C ("Waldstein"), opus 53. 
Gieseking. C~Set%$% — $3.50. [**ff$$]. 
If this performance has not the 
sheer drive and mobility that one 
hopes for in an ideal interpretation 
of this work, it has a deal of finesse 
and much clarity of statement. 
Gieseking permits himself a little 
overagitation at the climax of the 
first section, but the connecting 
adagio is very thoughtfully played, 
and the rondo paced at precisely 
the right tempo. On the final side of 
the three records is an attractive 
little Bagatelle in E flat (opus 33, 
No. i). The recording throughout is 
excellent. 

No. 23 in F minor ("Appassionato"), 
opus 57 . Ed^in Fischer. F-Set 279 — 
$3.50. [**fff$$]. Gieseking. C-Set 
365 ~$ 3 . 50 . [**ff$]. Rudolf Serkin. 
V-Set 583— $3-50. ^"^ 1 $$]. Bauer. 
/^-6697-8— $2. Pf$]. 

The choice here is between the 
strong, assertive, but rather ascetic 
performance of Fischer and the 
subtle but somewhat small-scaled 
interpretation of Gieseking. The fine 
d3mamic distinctions of the latter, 
his even-fingered, suave-sounding 
pianism are irresistible attractions; 
but in a final estimate they do not 
outweigh Gieseking’s lack of solid 
power in the big moments of the 
work. Fischer’s performance is not 
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so well-recorded, but more of the 
music’s heroic essence emerges in 
his playing. The Serkin performance 
is stolid and meticulous, but — also 
almost tranquil. There is little pas- 
sion to parallel Beethoven’s own title 
for the work. The recording is 
powerful and a trifle clangy. Those 
who might wonder at the compres- 
sion of Bauer’s performance on four 
sides are advised that the score is 
technically complete, but none of the 
variations in the slow movement is 
repeated, and the finale is hurried 
unmercifully. The recording is weak. 

No. 24 in F sharp, opus 78. Petri, C-68939 
— $1. [^^ff$$]. 

An alert, unostentatious perform- 
ance, hardly as light-spirited as it 
might be, but in other respects deftly 
effective. The recording is good. 

No. 27 in E minor, opus 90. Petri, C-Xyi 
—$2.50. c^*ff$$]. 

In relation to its worth, this is the 
leajst-played of Beethoven’s piano 
sonatas, which makes particularly 
welcome this capable performance by 
Petri. Not all the romantic elements 
in the score are reproduced in this 
performance, but the deviations are 
minor ones. The recording is good. 

No. 28 in A, opus 101, Walter Gieseklng, 
piano, C-Set X172 — $2.50. [**ff$$]. 
Considering the alternatives that 
might be forced on the person who 
doesn’t own the Schnabel Society 
Issue, one should hardly cavil at the 
minor deficiencies of this perform- 
ance. Gieseking plays it with ad- 
mirable intelligence, straightforward 
musicianship, and exceptional tonal 
beauty, but I should prefer a little 
more underlying strength, a sharper 


attack in certain sections. The re- 
cording is good. 

No. 29 in B fiat ('^Hammerklavier"), 
opus 106. Schnabel, V-Set 403 — ^$6.50. 
[**fff$$]. 

Although the Schnabel perform- 
ance is noted as a Society Issue, it 
is marketed individually, apparently 
because it makes a compact album 
by itself. But that physical fact 
should hardly determine the ethics of 
offering one portion of a subscrip- 
tion issue to the general public and 
not another, or all of it. 

No. 31 in A flat, opus 110. Frederic 
Lamond, F-7718-19 — $2. [^ff$$]. 
Though hardly the performance this 
superb work deserves, the lack of 
any other recording leaves the col- 
lector with no choice. Lamond’s 
limitations are largely those deriv- 
ing from a stolid, unimaginative 
personality — a fatal handicap in 
this, of all works. Otherwise the 
playing is musicianly, carefully artic- 
ulated, and well-controlled. How- 
ever, the recording is feeble, the re- 
production of the piano remote from 
the quality one expects of present- 
day recording. 

No. 32 in C minor, opus 111. Egon Petri, 
C-Set 263— $3.50. [^*ff$$$]. 

Petri’s relentless driving force finds 
a better outlet in this work than in 
the F sharp major sonata previously 
noted. There are occasional distor- 
tions of line, but they weigh little 
against the logic with which the 
musical plan is organized, the fervor 
and sensitivity of the recreation. The 
slow movement, in particular, is 
beautifully sustained. The recording 
is satisfactory. 


PIANO AND VIOLIN 

Complete edition of the sonotas. Frit$i the piano sonatas, for the perform- 

Kreisler, •molin, and Fran& Rupp, anas are considerably more erratic 

piano. Contained in four albums in quality, and most of the works are 

available only on special order. The capably represented in the perforin- 

individual sonatas are not available ances of other artists. Volume i: Nos. 
separately. However, this is a lesser r, z, 3— $17.50. Volume zi Nos. ^ 5, 

deprivation than in the instance of % — $17.50. Volume $: Nos. q and 9 — 
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$17.50. Volume 4: Nos, 6 and 10 — 
$15. 

No. 2 in A. Simon Goldberg and Lilt 
Kraus 5, jD-29033-4 — $2. 

The partnership of Goldberg, 
former concertmaster of the Berlin 
Philharmonic Orchestra, and his 
piano-playing wife, Lili Krauss, has 
produced some of the most satisfy- 
ing sonata playing (of Mozart , as 
well as Beethoven) to be heard on 
records. Though one is disposed to 
them particularly because of fluid 
ensemble and perfect teamwork, 
Goldberg is a violinist of compre- 
hensive facility, Krauss a pianist 
of first-rate artistry. At the equitable 
Decca price there remains but one 
factor of qualification — ^the gritty 
surfaces. 

No. 3 in E flat Adolf Busch and Ru- 
dolf Serkin. ^-7560-1 — ^$2. [**f$$]. 
There are some Beethoven sonatas 
which this duo plays with great in- 
sight and perception, but this is not 
one of them. The content of the 
work is too slight to challenge the 
especial sensitivities of Busch, and 
his technical execution is occasion- 
ally sloppy. Serkin plays with ad- 
mirable style and straightforward 
efiiciency, but with no marked re- 
sponse to this particular work. 

No. 5 in F ("Fruhlings"), opus 24 . Simon 
Goldberg and Lili Krauss, D-z^ozS” 
7 - 8 — $3. [**fff$]. Jeno Lener and 
Louis Kentner. C-Set 404 — ^$3.50. 
[**ff$$]. Busch and Serkin, V-Set 
228— $3.50. [*ff$$]. 

It is a double misfortune for the 
teams of Lener and Kentner, Busch 
and Serkin that the Goldberg- 
Krauss album is not only as cheap 
as it is but also as well-played. 
Were the figures reversed, the at- 
tractions of it would still be con- 
siderable; but under the circum- 
stances it is truly irresistible. How- 
ever, if one has a prejudice against 
Decca for its surfaces, I would 
recommend as alternative the sur- 
prisingly suave and ingratiating 


performance of Lener and Kentner. 
The former has rarely sounded as 
well on records, while the latter is a 
pianist of imposing qualities. The 
recording is excellent. Busch and 
Serkin are somewhat dry for this 
work, and the recording is a dis- 
tance behind the other two. 

No. 6 in A, opus 30 ^ No. 1 . Goldberg 
and Krauss, D-29035-6-7 — $3. 
[**fff$]. 

A BRILLIANT example of the abilities 
of these two artists and a particu- 
larly welcome one, since there is no 
other version of the work separately 
available. 

No. 7 in C minor^ opus 30 , No. 2 . Busch 
and Serkin. V-Set 283 — ^$3.50. 
[*ff$$]. 

A STURDY, emphatic performance, 
with particular credit for Serkin’s 
piano playing. Busch plays with 
great fervor and excellent taste, 
though the sound he produces from 
his instrument is frequently rough. 
The recording is acceptable. 

No. 8 in G, opus 30 , No. 3 . Nathan 
Milstein and Arthur Balsam. C'-Xi37 
—$2.50. [**^ff$$]. Jascha Heifetz 
and Emanuel Bay, V-Set 570 — 
$3. [***f$$]. 

One can only speculate what the 
quality of Heifetz’s performance 
might have been had he the assist- 
ance of a pianist as able as Balsam 
rather than the soft-spoken Bay, 
whose background as a virtuoso’s 
accompanist inhibits him for music 
of this sort. Heifetz, too, is not im- 
mune from blame for some ex- 
aggerations of phrasing, but on the 
whole it is a splendid example of 
his abilities. Milstein’s performance 
leaves one with a feeling that there 
is something casual in the player’s 
approach to the work, though there 
are few points at which one could 
make specific objections. However, 
Balsam’s contribution is so fine, the 
partnership so successful, that the 
preference must be given to them. 
No. 9 in A ("Kreutzer"), opus 47 . Gold- 
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and Krauss. D-z^oz^ -$0-1^2 — 
$4* Yehudi and llephzibah 

Menuhin. V-Set 26<>--$4.50. [^*ff$$]. 
Bronislaw Hubermann and Ignaz 
Friedman, £>-25505-8 — $3. 

Though the Hubermann-Friedroan 
performance is more than a dozen 
years recorded, there are surprising 
values in the playing — certain of 
them not duplicated in either of the 
other two versions. These pertain 
particularly to Hubermann’s phras- 
ing in the variations, the eloquence 
of his tone here, and the truly furi- 
ous intensity he summons for the first 
movement However, all this must 
be perceived through a hiss of sur- 
face sound and a thin, quavering 
tonal quality. Moreover, Friedman’s 
piano playing is several levels below 
the accomplishment of his partner. 

PIANO AND 

In G minor, opus S, No. 2. Artur 
Schnabel, piano, and Gregor Piati- 
gorsky, cello, F-Set 281 — $3.50. 

A STUNNING example of ensemble 
excellence, in which Schnabel profits 
from the impetus of Piatigorsky’s 
feeling, and Piatigorsky’s art gains 
in firmness and solidity from the 
weight of Schnabel’s learning. The 
recording is thoroughly good. 

No* 3 in A, opus 69. Emanuel Feuef'* 
mann and Myra Hess, C^-Set 312 — 
$3*50* [*'^^fff$$]« Pablo Casals and 
Otto Schulkof^ V^Set 134 — $3.50, 

Iw THESE two albums were of con- 
temporary origin it would be diffi- 
cult indeed to make a choice be- 


Por those, then, who do not care to 
endure the multiple flaws of this 
version for the sake of its spectacu- 
lar virtues, the choice must lie be- 
tween the Menuhins and the Gold- 
bergs. The first has the great 
strength of young Miss Menuhin’s 
muscular and alert piano playing; 
she is, I would say, the leader in 
this performance, for her brother’s 
violin playing is much too careful 
for the needs of this work. These 
are a little overwhelming for the 
size of Goldberg’s tone, and he, too, 
tends to be polished rather than im- 
passioned, but the balance of merits 
in this performance are more even 
than in its competitor, (From the 
evidence here, a proper combination 
for this work would be Hubermann 
and Hephzibah Menuhin.) 

VIOLONCELLO 

tween them, for one can think of 
few performers so evenly matched 
as Casals and Feuermann. How- 
ever, the latter’s recording is more 
recent by several years, and the 
additional inducement of the Hess 
piano playing is also an important 
consideration. The work itself is a 
rich example of Beethoven’s middle 
period, and its qualities are admi- 
rably served by Feuermann and 
Hess. 

No. 4 in C| opus 102, No. 1. Casals and 
Mieezyslaw Horszowski, 1^-14366-7 
-~$2. [*^fff$$]. ^ 

The high abilities of Casals make 
even more admirable the sensibility 
and vitality of this music. The re- 
cording is thoroughly good. 


SONGS 


Adcloido, opus 46. Poland Hayes, tenor, 
accompanied by Reginald Board- 
man, C-iyrys— 4 . 75 * 

Here is an occasion to regret the 
recent date of a recording, for 
Hayes’ voice is in no way what it 
once was. The tone is thin and 


breathy, the top overburdened by 
almost any requirement. However, 
he knows the style of the music and 
observes it intelligently. 

Andenken. 

See next entry. 

An die Feme Geliebte, opus 98. Gerhard 
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liUsck^ harlionif accompanied hy 
Hans Udo Muller, 1^-12246-7 — $2. 
[*»*£££$$]. 

All things considered, this cycle is 
Beethoven's most enduring contribu- 
tion to song literature; and the 
phonograph is distinctly enriched by 
the heartfelt and beautifully reso- 
nant singing of it by Hiisch. On the 
fourth side is the charming Anden- 
hen. 

Eh re Gottes a us der Natur, Die, opus 48 , 
No. 4 (also known as "Dio Himmel 
ruhmen," "Creotion^s Hymn," or 'The 
Worship of God in Nature"). Kirsten 
Flagstad, soprano ^ accompanied by 
Edwin McArthur, F-1815 — ^$.75. 

[**ff$$]. Husch, with orchestra, 
Z)-20O2X — $.50. [*ff$ 3 . Richard 

Tauber, tenor, with chorus, jD-20257 

-$.50. 

The expanse of Flagstad’s voice is 
singularly suited to this paean, but 
she does not make more impressive 
music of it than Hiisch, whose 
artistry is no less a factor in this 
result than his voice. At the lesser 
price, the Decca product is to be 
preferred. Do not confuse its num- 
ber, however, with that of the 
Tauber version, which, despite the 
inducement of organ, bells, and 
chorus, is meager value. 

Ich Hob© dich. Lotte Lehmann, soprano, 
F-r 995 “$. 75 . Flagstad, 

soprano, F-i8i5--$.7S. ['^*ff$$3. 
Lehmann’s wisdom and tenderness, 
her superb warmth, are splendidly 
suited to this song. Flagstad’s per- 


formance h more objective, though 
her record has the advantage of a 
coupling with Die Ehre G&iies aus 
der Natur («cfe entry above). 

In quosta tombo oicuro. Feodor Chali’* 
apln, bass, F-68ia— $1. 

John Charles Tkomm, baritone. 

The choice between Chaliapin's 
potent, imaginative performance and 
Thomas’s more oily, maiter-of-fact 
dtdivery is not a difficult one to 
make by pure artistic ststndards; 
but there is also the reproduction of 
the two to be conHidfred— and here 
the advantage of a dmm years’ 
progress is with I'hof nts* 

Kuss, Dor. Ernst IFolff, baritone, €*42x0 
--$1. [•*£$$,!. 

This performer has but a modest 
amount of voice, and it Is not too 
wdl-controlled. However, both this 
and its companion“Song**-»Drr Ab- 
are unique in American 
cataloguci and commended for that 
reason. 

Mit oinom gemafton 8ond©. Elisabitb 
Schumann, soprano, 

The charm of Schumann*?* voice, 
her fastidious artistry, are thor- 
oughly in accord with the require- 
ments of this music. Sensibly, too, 
the tong is paired with ikethovrn’s 
hfonne der l^^ehmuL 

Wonn® dor Wofimiit, Schumann, soprmo, 

Smm mtry above. 


TRIOS 

STRINGS ALONI 


Soronad© in D, opus 8. Pasguier Trio* 
C^Set 34*'“-$3-S0. P*fff$$]. ///«- 
demith Trio, C-Set 217— $3.50. 

inmi 

Thotch this work is not included 
among the list of Beethoven’s string 
trios, it is lo in every respect but 
title. The performance by the P«- 
quiers illuminates its capriciousness 
and humor, also the serene beauty of 


the several slow iectioni. Its friendly 
competitor (also produred by Colum- 
bia) is noteworthy for the toe 
violin-playing of Simon Goldberg 
and the equally poliihed perform- 
ance of the cello part by Ematiutl 
Feuerminn, hut the tweriibit !• not 
ai slnglt-mindedi, tht recording 
feebler# 

Ho. 2 In G, opus 9^ Ho, I. Pasgukr 


BEETHOVEN 


53 


Trio, C'-Set 384 — $3,50. 

Maria Sebriansky, violin, Edvoard 
Neikrug, viola, and George Neikrug, 
cello, M-Set 28— $5. 

The respectable merits of the play- 
ing by Mias Sebriansky and the 
Messrs. Neikrug would resist many 
comparisons, but hardly the one to 
which it is exposed — for the unique 
quality of the brothers Pasquier is 
their flawless unanimity of style and 
schooling, assets not accessible to 
any artists save those trained ac- 
cording to identical precepts. The 


consequence is a performance in 
which every thread of the score is 
shaped with uniform emphasis and 
tone quality. The recording, too, is 
better than that of the alternative 
version. 

No. 4 in C minor^ opus 9, No. 3. Pasquier 
Trio, C'-Set 397 — $3.50. [***ff$$]. 
Characteristics of the Pasquier 
brothers, described above, are also 
prominent here. The recording is 
the most recent of the three dis- 
cussed. 


STRINGS AND PIANO 


No, 3 in C minor, opus 1, No, 3. Amer^ 
ican Art Trio. M-Set 2 — $6.50. 
[^ff$$]. 

Though this performance is neither 
as incisive nor as polished as the 
score merits, the competent musician- 
ship of the players has a good deal 
to commend it. However, the record- 
ing is well below the accepted com- 
mercial standards. 

No. 5 in D (^'Geister")^ opus 70, No. 1. 

Yehudi Menuhin, violin, Maurice 
Eisenberg, cello, and HepJmbah 
Menuhin, piano, f-Set 370 — $3.50. 

The primary faults of ^^all-star’^ 
chamber music ensembles — lack of 
balance and predominance of indi- 
vidual temperaments — is circum- 
vented here by the close affiliation 
of two of the players and the com- 
placent character of the third 
(Eisenberg). This is a sober, 
musicianly treatment of the score^; 
by no means the most subtle or ex- 
pressive that one could imagine, 
though responsive to the basic sense 
of the work. 

No. 7 in B flat ('^Archduke"), opus 97. 

Jacques Thibaud, violin, Alfred 

STRINGS AND' WIND 

Sorenado in D, opus 25. Marcel Dar- 
rimx, violin, Pierre* Pasquier, mola, 
and Marcel Moyse, flute, £>-25592-3 

—$1.50. [•ffi]. 


Cortot, piano, and Pablo Casals, 
cello, V-Set 92— $5.50. [^ff$$]. Al- 
bert Sammons, violin, William Mur- 
doch, piano, and J, C, Squire, cello, 
C^Set 52— -$5.50. [^ff$$]. 

Both of these albums have been in 
the catalogues long enough to be re- 
tired to some honored shelf of re- 
membered experiences. Each has 
salient virtues — of which the strong- 
est, to this taste, is the beautifully 
sensitive piano-playing of that 
much-underrated artist, William 
Murdoch. However, Sammons is not 
a Thibaud, nor is Squire a Casals. 
Though there are certain virtuoso 
flourishes in the de luxe perform- 
ance that counter the intentions of 
Beethoven, it would be idle to deny 
the contributions these artists make 
by the suppleness of their tones, the 
definition of their phrasing. The 
thinness of the recording (especially 
of the piano) is another factor to 
be considered. My final judgment is 
that patience will reward the record 
collector willing to wait for it with 
a more satisfactory recording within 
a reasonable time. 


INSTRUMENT 

The performers here are beyond re- 
proach, as is also their feeling for 
the work. A machine carefully ad- 
justed may conceal some of the 
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shrillnesi and lack of roundnessi in faces are no befter than one fears* 

the recording, an effort worth mak- but at the asking price the records 

ing, for the music is beguiling and arc a reasonable investment 

the performance first-rate. The sur- 

VARIATIONS 

PIANO 

In C minor, Vladimir Horo^tsif J^-1689- backed by the Bach rhoralc-prehnle 
90— $1.50. [**fff$$]. Rachmaninoff. ^'Rejoice, Cdtristians/^ I'he Rach- 

^-6544 — $1. [pfff$$$]. rnaninoff performance is no longer 

It is conventional to consider these included in the catalogtm, and, in 

merely a display piece, a product of addition, it is abridged. However, 

the composer’s callow youth, after- it is a stunning example csf the art- 

wards disowned. There is justice in ist’s ability and may be noted as 

this attitude, but there are also such for those who may encounter a 

many suggestions of the later Bee- copy of it. 'fhe recording, <i| course 

thoven, as Horowitz demonstrates (it dates from the earliest era of 

with high capability. His version is electrical recording), is defective. 

PIANO AND VIOLONCELLO 

Bei MSnnern. Feuermann and Von der priceil for the miwic it containi, 

Pas. C-<S84ii — $1, [^^ff$$]. Casals especially as the competitive edition 

and Cortot. Z'- 1749 -50— *$1.50. by Feuermann is substantially 

[♦*‘’ff$$$], newer and ext|uisitely played. 

The Casals-Cortot version is over- 

PIANO, VIOLIN, AND VIOLONCELLO 

Ich bin der Schneider Kokadu, opws I21a. attitude of the ensembk toward thii 

Erllng Bloch, wolin, Torben Smnd^ delightful score, which corner to 

sen, cello, and Lund-Christumsen, bubbling life in the performance. It 

piano. V-Set 729^2.50. [**£££$$]. is a neat, well-sounding reco-rding, 
There is nothing patronizing in the also. 

WIND INSTRUMENTS 

Lo cl doram lo mono (from Moxerfs theless a good deal of flavor and 

'Ton Giovonni"). Lois Wann, FerdU vitality in the music. The playing Is 

nand Prior, oboes, and Engelbert not remarkable for tonal brllliiincc, 

Brenner, English horn. M’^Set 34— but the capacity of the players is 

$a,50. p*ff$$]. evident. The reproduction ii ittis- 

Essentially an exercise in writing factory, 

for these instruments, there is never- 

VOICE AND ORCHESTRA 

Ah^ perfido! Kirsten Flagstad and the iucccisfwl reprcieotatloiii of Flig* 
Philadelphia Orchestra under Bu^ stadk art on recordi (much itiperior 
gene Ormandg. V-Set 439-— $a»a5* lledcr rtcordiiip), owing In 

[^*‘^^fff$$3. part to the tiie of tht Acideroy of 

Magnificent singing and superb or-^ Musk in Phllidelphla m back- 

chestral playing are equally promi- ground to her singing, which thus 

nent in the grooves of this splendid permits the full Impact of her ex- 

recording, Thk is one of the most ceptlontl voice on tht liittniiig mr* 
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Andante Favori in F. JosS Iturhu 

This affecting alow movement, orig- 
inally intended to be the slow move- 
ment of the ^‘Waldstein” sonata but 
omitted from the printed version be- 
cause of the length of that work, is 
entitled to more prominence than 
it has attained. Iturbi plays it with 
exemplary care and excellent tonal 
quality, 

Fiir Elise. Artur SchnaheL i^-14322 — 
$r. t^^fff$$ 3 . 

Schnabel makes more of this 
morceau than those who have strug- 
gled with it in the training period 
of piano playing would believe pos- 
sible, The recording is excellent. 


Rondo in C, opus 51, No. 1. Schnabel. 
T-14322— $1. [*^fff$$]. 

This piece shares a disk with the 
Schnabel performance noted above. 
It is played with scrupulous pre- 
cision, chiselled phrasing, and 
beautifully controlled tone. 

Rondo d Capriccio ('The Rage Over a 
Lost Penny"), opus 129. Alexander 
Brailovsky. 1^-15407 — $1. [**f$$]. 
There is more facility than under- 
standing in this performance, but 
the lack of an alternative version 
makes a recommendation inescapable 
if reluctant. 


BELLINI, VINCENZO 


OPERA 

NORMA 


Complete opera. Under the direction of 
Vittorio Gut, vith Gina Cigna 
{Norma), Ehe Stignani {Addlgisa), 
Tancredi Pasero {Oro<veso), and 
Gio*vanni Breviario (Pollione). D- 
25900-17 — $13.50, [^ff$]. 

There are many admirable elements 
in this set, primarily the splendid 
voices of Pasero and Stignani, the 
excellent chorus (an important ele- 
ment in the score) and the pains- 
taking conducting of Gui. I am less 
an enthusiast for Cigna; though her 
singing has a mature artistry, and 
it is always directed by a sure un- 
derstanding of the style, the quaver 
in it is offensive, especially in such 
a scene as “Casta diva’* (which she. 
otherwise performs very capably). 
Breviario has a characteristic Itali- 
aniate whine in his tones, though less 
than the vocal quality that custom- 
arily accompanies that habit There 
is plenty of volume in the recording, 
and good fidelity, but the surfaces 


provided by the domestic company 
are harsh. At the price, however, 
this is better than a fair value. 

Casta diva. Dusolina Giannini, *mtk La 
Scala Orchestra and Chorus led 
by Carlo Sahajno. ^-17503 — $1. 
[^*fff$$]. Rosa PonscUe. ^-8125 — 
$1. [*fff$$]. Ina Souex. ^-36286 — 
$.75. [**ff$$]. Claudia Muzio. C- 
9105 — $1. [♦ff$$ 3 . Gina Cigna. 

C-9127— $1. 

Both the Giannini and the Ponselle 
disks are evidences of a vocal 
luxury that neither of the singers 
could match today, but the ad- 
vantage of the former is that her 
prime coincided with a far higher 
level of recording than Ponselle’s. 
Moreover, the supporting ensemble 
is more ample and competent than 
the one with Ponselle. This does not 
detract from my belief that the latter 
is here represented by an astonish- 
ing piece of singing, but it adds to 
a smaller total than does the 
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CJiannini record. Soueas has not the 
voice of either^ but, at an economy 
price, what she has to olfer is well 
worth owning. Muasio sings the por- 
tion of the scene she chooses with 
lovely vocal quality, but it is poorly 
reproduced. Cigna’s wobble is more 
pronounced here than in the com- 
parable disk of the complete set, 
and it is not as well-phrased, 

Mira, Norma. Rosa Ronselle, soprano^ 
and Marion Trim, contralto, 

— $ 1 . 

A FITONG complement to Ponselle’s 
singing of “Casta diva” is this splen- 


did version of the great duet of 
Norma and A<lalgisa. One is espe- 
cially impressed by the fine blend of 
the two voices, a particular credit to 
the adaptability of Telva* There are 
some remarkably delicate effects in 
the singing and excellent ensemble 
throughout 

Ah! del Tebro. limo Pinza and ike 
Metropolitan Opera VJmrus, r*i 7§3 

A BEAUTiFim example of Pirr/a’s 
robust voice mui intelligent artistry, 
well-supported by the Metropolitan 
Chorus. 


BEREZOWSKY, NICOUl 


Quartet No, 1. CooVidge Quartet. V-Set 
624 — $ 3 * 

A FIRST-RATE example of quartet 
recording, and, one presumes, an au- 


thoritative performance of the score, 
inasmuch as the composer is second 
violinist of the ensemble. 


BERG, ALBAN 


Violin Concerto. Louis Krasneff moHn, 
with ike Clemland Orrltestra di-^ 
recied hy Artur Rodmnski, C-Set 
4^5-$3*S0. [«fff$$]. 

A MAGNIFICENT testimonial to the 
late Berg, this performance also 
shows Krasner to be one of the com- 
manding interpretative musicians of 


the day. He plays the gloom^htwntcd, 
evocative patterns of the work with 
sturdy tonal beauty and »iin utter 
mastery of its special Idiom. The 
orchestral direction of Hotkinski i» 
no less sympathetic, and the cleir, 
roumled sonority of the recording is 
one of Columbia’s belt 


BENNETT. ROBERT RUSSELL 


Hixopoda: Five Studies in Jitteroptera. 

Louis Kaufman, molin, mih ike 
composer at the piano, C-yoyay— $it. 

Those who draw a line at con- 
temporary music would be forced to 
explain themselves in the presence 
of two such dissimilar works, both 


of our time, m this and the one 
above, In each of whkh the violin 
i» the prominent instrument Ben- 
nett’s tike-oi on jitterbugs and their 
ways (though not overpowcrlngly 
suggfitive of li jmM hot) li apt 
caricature, glibly delivered by Ktuf- 
man and well-reproduced. 
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BERLIOZ, HECTOR 


ORCHESTRAL WORKS 

OVERTURES 


Beatrice et B^n^dict. Sir Hamilton 
Harty and the London Philharmonic 
Orchestra. 0-68342—$!. 

Goldman Band. /^-25757 — ^$.50. 

WXTHIN the limits of a restrictive re- 
production, Harty’s performance has 
exceptional verve and sparkle, the 
phrases shaped with a fine under- 
standing of the composer’s personal 
vocabulary. Sonority is the only posi- 
tive attribute of the band perform- 
ance. 

Benvenuto Cellini, opus 23. Pierre Mon- 
teux and the Paris Symphony Or- 
chestra. ^-11140-1 — $2. [**ff$$]. 
There are commendable qualities in 
Monteux*a performances, though the 
recording has neither the balance nor 
fidelity of sound necessary for justice 
to a score of this massiveness. His 
ear for detail, the beautifully impul- 
sive sweep he imparts to the melodic 
theme are a pleasure, even though 
the string tone is weak and the bass 
percussive. 

Cornovol Romain, opus 9. Sir Thomas 
Beecham and the London Philhar- 
monic Orchestra, C-68921 — $1. 

Arthur Fiedler and the 
Boston **Pops** Orchestra, T-12135 — 
$1. [***ff$$]. Euffhne Bigot and an 
unidentified orchestra, 1^-12436 — $1. 

If instrumental virtuosity and cas- 
cading sonorities were the only 
necessities for a complete perform- 
ance of this work, one could ask for 
nothing more satisfying than the 
brilliant playing of the Boston 
^Tops’* Orchestra. However, there 
are many subtleties of phrasing and 
emphasis in the Beecham version 
that illuminate Berlioz’s purpose and 
stress the historical importance of 


this work in orchestral literature. 
Fiedler’s direction of the work is 
musicianly and intelligent, but 
hardly as expert as Beecham’s. 

Corsaire, le, opus 21. Str Hamilton Harty 
and the London Philharmonic Or- 
chestra, C-68287--$7. [^*ff$$]. 

A WELL-DISCIPLINED, faithfully repro- 
duced performance. 

Francs Juges, les. Adrian Boult and the 
BBC Orchestra. r-13 674-5 — $2. 

[^^fff$$]. 

Boult delivers this music with chal- 
lenging energy and a persistent flair 
for the style and period, which he 
seems to have acquired from his fel- 
low Berlioz specialists — Harty, 
Weingartner, and Beecham. A tidy 
job of recording, this. 

Roi Lear, le. Boult and the BBC Orches- 
tra. T- 1 3 675 -6 — $2. [^*fff$$]. Harty 
and the London Symphony Orches- 
tra. i!)-25539-4o — $1.50. 

In proportion to the opportunities 
of this music, Boult ofl^ers a per- 
formance that is even more strongly 
marked and arousing than the one 
above of Les Francs Juges. It shares 
the brilliance of that recording but 
adds to it a depth of personality 
and a warmth of expression that 
are truly imposing. The Harty re- 
cording, though forcefully planned, 
is poorly reproduced. 

tes Troyens d Carthage; Overture. 
Pierre Monteux and the Paris Sym- 
phony Orchestra. — $1. 

[♦*ff$$]. 

Monteux’s thoughtful performance 
gives eloquent voice to this music, 
with its suggestions of the “Sefene 
aux champs” from the Pantastique. 
The recording is not remarkable but 
quite satisfactory. 
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SYMPHONIES 

Symphoni© Fantostiqu©, opus 14 . Waltn available op disks, llirtif are very 

and’ the Paris Conservatory Orches- fine, very iilky soiiadji that lie pro- 

tra, V-Sit 662' — ^$6.50. duees from his strings, and equally 

Selmer Meyromim and the Paris well balanced orien from the briw?i, 

Symphony Orchestra, C-Set 267 — shaped and caressed with an tficc- 

$6.50. tion that springi directly from hi» 

My bright memory of the old Wein- feeding for the score, Mcyrowltr, 

gartner records (now no longer in- is a very able conductor in this 

chided in the Columbia catalogue) music, though not one of the force 

inclines me to doubt that the Walter and insight of Walter, Moreover, 

performance is the best I have ever his recording though good, hat not 

heard of this score. But it would be, the life or dynamic range of 

in any case, the second best — anci Walter’s, 

the superior certainly of any now 

MISCELLANEOUS EXCERPTS 

Damnotion de Faust, Lo: Rokoexy March, the orchestra at its best The Men- 
Dans© des Sylphes, ond Menuet des gclberg performance is poorly re- 

Feux-Follets. Beecham and the London produced, but there ii the additional 

Philharmonic Orchestra, C-Sit X94 inducement of the '*l)ai«c ties 

— $2.50, [**^ff$$]. Serge Kous* Sylphes” on the reverie side , . . 

sevitsiky and the Boston Symphony an equally bad recording. 

Orchestra, — $2, [’^*ff$$], March© Fun^br© (from teit scene of 

A CONDUCTOR need not be a Berlioz let*'), opus 18 , Ho. 3 , Harty md ihi 
specialist to do well by these much- London PhUharmonk, C- 6843 ^«- 4 i* 

played works, but the fact that [**ff$$]. 

Beecham is such a specialist adds Save for the phonograph, this mmh 

immeasurably to his performance of has no existence for even the 

this music. The director’s satisfac- sophiiticatctl rnuiic lover, as It i» 

tion with the playing of the “Danse wholly unknown in the ctincrri hall, 

des Sylphes“ is verbally attested by Harty realixes the intcrwely drt- 

his audible “Thank you very much, matic character of the rmmic with 

gentlemen” at the conclusion of the splendid rausidanihip and a iensl- 

performance. The recording of the five perception of the icore*i par- 

boisterous march is exceptionally ticultr color, The recording It not 

full and resonant, but despite the of recent origin, but it ii ckin and 

impact of the sound, the tone is evenly balancecL 

prevailingly suave, Kousseviuky’s Rom6o ©t Juliette: RIrtri# end Flit of 
treatment of the score is wholly the Capuitti. Harty md the London 

skillful, but it is not nearly so well- Philkarmmic Orchestm, U4)llia|0-f 

reproduced. However, it docs include OaMel Pkmi md 

an extra excerpt (the Menuet). the Colonm Orchistm. 

Rok6c*y March, Stokowski and the 3 $550”“*$ 140, 

Philad£p/m Orchestra, F-6833— $1, The Harty perlormnncc Is ill t»- 

P^^ff$$]. Willem Mengdberg and cerpt from the Cokmhm Pikmry §{ 

the Concertgihouw Orchestra of Mude, which means that it ii re- 

Amsterdam, D-asaao-l.ys, pff$]. carded mt i pair of ten-inch recordt. 
SxoEOWSKfs violent, brilliantly re- This it hardly a dlitdviiittge to 

corded performance it an example ofset Its sttptrlorltiet (especially of 

of the conductor's remarkable ««- recording) to the titeraate version 

thority, the splendid discipline of by Flewl* 
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Queen Mob Scherzo. Harty and the 
HalU Orchestra, C-67422 — $i. 

A SPRITELY treatment of the music 
is diminished in effect by lack of 
brilliance in the recording. How- 
ever, the quality of tone is good, the 
sound well-balanced. 

Les Troyens i Corthoge: Marche Troy- 
enne. W eingartner and the Concerts 
Conservatoire Orchestra, C-700S9 — 
$1. [^^ff$$]. Harty and the London 
Symphony Orchestra, i)-25540 — $.75, 

VOICE AND 

Damnation de Faust, La: D'Amour I'ar- 
dente flamme. Yvonne Gall, soprano, 

C-9117-41. 

A BEAUTIFITL bit of singing by Gall, 
whose artistry has not been suffi- 
ciently appreciated in this country. 
Her voice is attractively repro- 
duced. 

L'Enfance du Christ: L^Adieu des bergers. 

Strasbourg Cathedral Choir, 0-69^93 
— $ 1 . i^nmi 

One of the choicest of all Berlioz 


A NOTABLY excellent performance by 
Weingartner, brightly colored and 
resonantly recorded. The Harty in- 
terpretation is a much inferior ex- 
ample of reproduction. 

Les Troyens Carthage: Royal Hunt and 
Storm. Harty and the HalU Orches- 
tra, C-68043--$i. [*^fff$$]. 

This is one of the most interesting 
examples of unfamiliar works by 
Berlioz on records, remarkable for 
the highly original scoring. Harty’s 
performance is first-rate, the play- 
ing by the orchestra excellent. 

ORCHESTRA 

items, a moving chorus superbly 
sung. 

Le Repose de la Sainte Fomille (Holy 
Family Resting by the Way). Jean 
Planel, tenor, vuith the Paris Sym- 
phony Orchestra conducted by F, 
Ruhlmann, C-69340 — $1. 

Those who doubt Berlioz^s lyric 
gifts are advised to acquaint them- 
selves with this disk. Moreover, it 
is magnificently sung and skillfully 
recorded. 


BERNERS, LORD (GERALD HUGH TYRWHITT-WILSON) 


The Triumph of Neptune. Beecham and 
the London Philharmonic Orches- 
tra, C-X92 — $2.50. [**ff$$]. 

The lively ballet for which this 
was written is virtually unknown 


in this country, but the score merits 
recognition for its ingenuity an,d 
wit. Beecham does a brilliant job 
of conducting, treating the music 
with proper lightness and spirit. 


BIZET, GEORGES 


INCIDENTAL MUSIC 


LArldsienne (Suite No. 1). Beecham and 
the London Philharmonic Orchestra, 
(7-^9X--$2.50. ^ [***^fff$$]. Stokowski 
and the Philadelphia Orchestra, 
V-Set 62— $3,50. C^ff$$]. Gabriel 
Pierni and the Colonne Orchestra. 
i9-255t3-x$-43* Eugene 

Goossens md Royal Opera Orches* 
ireu F-9112-3— $2. Pff$$]. 


None of these, except the Stokowski, 
is exactly what the designation sug- 
gests, for the Beecham lacks the 
Carillon, the Pierni disks contain all 
but one minuet of the music usually 
described as Suites i and 2, and the 
Goossens adds the Farandole of 
the second suite, to the Prelude and 
Adagietto of the first. However, I 
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£nd Beccham’s characteristically 
forceful and understanding projec- 
tion of three parts of Suite x inh- 
nitely persuasive. The bold, emphatic 
opening is a revealing example of 
his great rhythmic sensitivity, the 
adagietto equally a tribute to his 
invincible breadth of feeling. The 
recording is finely rich and clean. 
The Stokowski interpretation is now 
represented by an inferior reproduc- 
tion, and his treatment is hardly as 
imaginative as Beecham’s and a 
good deal more ostentatious. Both 
Goossens and Piern^ are hampered 
by coarse, shrill recording, a par- 


ticular annoyance in the case of 
the vigorous directi<m of the former. 
UArllsieane (Swht No, 21 . Fkdier mid 
ihi Bostm Orfhairn, 

$1.50. Meimer end 

Farondole only. Brerimm mid tke 
London BhUhnrmome Orthfsirm 
$1. 

Fiedler treats this musk with the 
over-all conscientiousness, the forci- 
ble musicianship that arc typical of 
his best work. The recording b ex- 
ceptionally gootl. The two ileechain 
excerpts have a high total of fine 
execution and deft phrasing, but I 
, prefer the complete edition. 


OPERAS 

CARMEN 


Complete opera, Gahridle Besanmni 
(C^rmew), Piero Pauli (Don Josi), 
Ernesto Besanzoni (Escamillo) , and 
Maria Carbone (MicaHa) with 
chorus and orchestra of Im Seal a 
tinder the direction of Carlo 
Sabajno. V*Sei xaS-^ao. [**‘ff$$3, 
Raymonde Visconti (Car mm), 
Georges Thill (Don Josi), M. Gui- 
not, and Marihe Nespouhus 
(Micaela) with orchestra and 
chorus of the OpSra^-Comigue under 
the direction of Elie Cohen* C*^Set 
Op. X— $15*50. [*f$$]* 

Considering the cost of either of 
these sets, the person who desires a 
complete Carmen is advised to 
await the issuance of more desir- 
able merchandise. There is more 
dramatic illusion in the Victor ver- 
sion, a larger orchestra is used, 
and Besanssoni is an interesting 
Carmen with a good deal of vocal 
style. However, the language of the 
performance is Italian, the Jos^ 
(Pauli) if reedy and unpersuasive, 
the other principals no more than 
acceptable. Sabajno keeps a steady 
though not a too discriminating 
hand on the performance. Cohen^s 
efforts are wholly routine, and the 
material at his disposal is Inferior, 
save for Thill, who sings at least 


with the confidence of a man who 
was once a first-rjsti* ariint. Nespou- 
lous h«is a pleasant lyric voire, but 
little artistic vitality, while Visconti 
and Gucitot also lack vitality with- 
out having pleasant voices, It b a 
pleasure to hear the French text so 
well delivered, and the chorus is ex- 
cellent. 

Hohonera. Marffueriie D*Ahareu* V^ 
xx45-«*$.75. C&mhlm Sm 

permm $« 7 S* Ninon 

ValUtu Ghtiys 

SwarthouL [♦♦!$$!. 

Maria Jeritzm 

Kersiin Thoriw 0 * D-3»|0|8-«-$,75. 
[♦f$$J. Stemm, *mkh orckairm 
[**!$$ J. 

There is divergence In focus here 
between versions of the ilr sung as 
integral parts of the opera and tlioic 
performed merely ti ciiiiccrt pieces 
for de luxe voices. In the first cliss 
are the finely colored, skillfully 
nuancfd performance by IPAIvarr/, 
the rather exotic but Intrrcitlng 
singing of Supervia, and the thor* 
gcDteel iakrprttatiofi of Vtl- 
lin (thii last has tW sdvtfitagt of 
being »ung with 1 choral back- 
ground). Among these, the first It 
much to b# preferred, though the 
recording it early tkctric tnd the 




BIZET 


61 


orchestra tiny. Swarthout’s inclina- 
tion to lean on her chest tones is only 
the most conspicuous fault of her 
performance, while Jeritza's is capri- 
cious and showy. Thorborg sings in 
German, with good musicianship 
and vocal control, but at an obvious 
disadvantage. The new Stevens ver- 
sion profits by recording of good 
quality, but hers is a limited concep- 
tion, incompletely realized. 

S^guidilie. D*Al^aret, r-xi45— $.75. 

Superma* — $.75. 

pff$]. Bruna Castagna. ^-1936 — 
?75‘ [*^ff$$]. Snnarthout, — 

$1. 

Little can be added here about per- 
formances of this air by singers men- 
tioned above. However, the record- 
ing by Castagna is an admirable ac- 
complishment, luscious in tone and 
vigorous in style. This is also the 
most successful reproduction of the 
group. 

Chanson bohime, Superma. D-25894 — 
$.75. pff$]. V allin. C-9153 — $x. 
[^♦'^ff$$]. Jeritza. V-%0^1 — $2. 

Vallin’s cultured vocalization is 
more appropriate here than in the 
^Tlabanera,^^ but it is plain that she 
is convinced Carmen was a lady. 

Toreador Song, Lawrence Tibhett V* 
8124 — $1. [*ff$$]. Nelson Eddy, with 
chorus and orchestra. {7-70349 — $1. 

Robvst singing against a choral 
background provided by members of 
the Metropolitan’s chorus are the 
strong characteristics of the Tibbett 
record. However, the orchestra could 
be larger and the studio acoustics 
more responsive. There arc some of 
those advantages in the Eddy per- 
formance, but also a burly battering 
of the vocal line and a wooden in- 
sensitivity to the spirit of the air. 

Air de Fleur. Hssi Bjoerling. ^-12635 — 
$1. [^^^ff$$], Giacomo Lauri>-Folpi. 
R.7389— $1. [•«$$]. Beniamino 

GifflL F-i 403<>— $1. [**ff$$]. Ed- 
ward Hhnson, 1^-9293— [^ff$$ 3 . 


Enrico Caruso, F- 14234 — $1. 

The richness and clarity of Bjoerl- 
ing’s fresh, young voice are splen- 
didly reproduced, and his treatment 
of the air is sensitively dramatic. 
There is also a good-sized support- 
ing orchestra under the direction of 
Nils Grevillius. Of the remaining 
versions, only one is sung in French 
— that by Edward Johnson, in which 
his great finesse and vocal dexterity 
arc outweighed by the thinness of 
his tones, the obvious strain incurred 
by the high A and B. Gigli’s is the 
most abundantly vocal of the others 
and sung with surprising restraint; 
the emotion runs over a bit, but not 
as much as one would expect. It 
has the advantage over Lauri-Volpi’s 
of more secure top tones and better 
(because more recent) reproduction. 
The Caruso is, of course, a re-issue, 
with electrically recorded orchestral 
background. The sound of the voice 
remains amazing, though the differ- 
ence of the two recording technics 
cannot be wholly disguised. 

Je dis que rien ne m'6pouyante. Eide 
Norina. r-14742 — $1. [**f$$]. Elisa- 
beth Rethherg. D-zs^’^S — $-75‘ 
MicaEla’s aria from the third act 
has hardly been treated consider- 
ately by the phonograph, for the 
Rethberg version is not of recent 
date, the recording faulty, and the 
Nor^na not impressively better. Her 
voice is chilly, and though she sings 
with refinement, there is little per- 
sonality in her art 

Yoyons que j'essaie h mon tour. Bruna 
Castagna. ^-1:936— $.75. 

This is a ten-inch disk, which means 
that the portion of the “Card Scene” 
which can be included on it is, 
necessarily, brief- Castagna’s voice 
is splendid, her style a little heavy. 
However, the patient record buyer 
may some day be rewarded with a 
truly brilliant performance of this 
air by Marian Anderson, a prize 
worth waiting for. 
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Orchestral Suite. Beecham and the Lon* 
don Philharmonic Orchestra. C*Set 
X144— $3.50. Stokowski 

and the Philadelphia Orchestra. V* 
6873-4, 135^^.75. 

Save for an inclination to melo- 
dramatixe the Prelude to Act I, Bee- 
cham’s approach to this music is 
sharply rhythmic, vital, and wcH- 
controlled. There is a little more 
sensitivity in his treatment of the 
**Aragonaise” and ^‘Gypsy Dance” 
than in Stokowski’s. On the other 
hand, the “Toreador Song” is noisy 
and rather pointless. This is not 
included in the Stokowski group of 
excerpts, which embraces, in ad- 
dition to the two dances named 


above and the preludes to Act I and 
HI, the “Smugglers* March” and 
the “Changing of the CAiard/’ l*he 
Beecham recording it especially 
good. 

Cormen Fantasy (iusoni Arrangimint). 

Egon Petri f**ff$$]. 

PEimt’s enormous technical skill is 
thoroughly exposer! by Busoni's intri- 
cate patterns, but there is little musi- 
cal value in the showpiece. 

Carmen Variations IHorowitx Arranft- 
ment). Pladimir Hororndtu. I‘*-I3a7— 

$. 7 s. i*m%i 

There is dair'^Hng linger work by 
the pianist in this brief piece, and 
an illuminating light on the dance 
theme that is used. 


LE FiCHEURS DE FERLES 


Au fond du temple sainte. Gi^li and De 
Luca. F-8084 — $2. Luccioni 

and Deldi. C*$i33 — $1. [^f$$]. 
Thougei the Gigli-de Luca version 
is sung in Italian, it is by much the 
more desirable of these in vocal 
quality-— which, presumably, is the 
reason one buys a record of this 
kind. The recording is rather con- 
stricted in dynamic range, but the 
color of the voices is aptly simu- 
lated. The Luccioni-Dcldi disk does 
not compare either in richness of 
sound or reproduction. 

J© crois entendre encore. Richard 
Crooks. 1^-15544 — $x. C^^ff$$]. GifflL 
r.i6s6-$.75. [*^fff$$]. Tino Rossi 
C-4212 — $.75. [^**^f$$ 3 . Caruso. V* 
7770-$!. immi 


Thw is the tenor “Romance” by 
which this opera remains alive so 
far as public performance is con- 
cerned. The Crooks version Is the 
moit recent recording intl, though 
not as vocally rich as the CJigli, ii 
to be preferred because the latter 
i» a ten-inch record, with the orrhet- 
tral icctlons curtiiled# Rossi sings 
the music with a pleisant sofmew 
of quality, but also with t faint sug- 
gestion of radio tcchnii|ue. The com- 
bination of acoustic voice recording 
and a synchroni^ted orchtstra elec- 
trically reproduced is no more satis- 
factory in this Caruio rc-iisue thin 
in others, liowevtr, the air li beau- 
tifully tung. 


ORCHESTRAL WORKS 


Symphony No. 1 * Walter Goehr and the 
London Philharmonic Orchestra. V* 
Set 721 — $4,50. [^*^ff$$]. 

The estimable talent of Goehr hat 
few other opportunities of such mag- 
nitude on disks, and the indication is 
that he should have more. Hit feel- 
ing for the music is insistent, keen, 
and sensible, his orchestra soundly 
schooled in the efccts he detirei. 
There is irst-rate quality In the re- 
cording. 


Foir Maid of FerfI* Bmekam mi the 
London Philkarmonk Orchaira. U- 
Set XaS— $a.so« l*nm% in- 
hlmiemie eaty. Goehr mi ike London 
Philkarmonk Grrhistra. 

$1. 

BiiCHAii*8 talent lor tnnobling slight 
miterltl it admirably employed htre* 
He dow particularly well with the 
“Danse Bohlmltnne” imqmmlj oicd 
in the fourth act ballet of Camm* 
The ricorciittg is excelltnt Gothr 
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plays the same dance well on the 
final side of Bizets’ Symphony No. /. 
Petit© Suite, opus 22 . Anial Dorati and 
the London Philharmonic Orchestra, 
V^Set sio— $2.50. [**f$$]. 

Were it not for revival of interest 
in the ballet, it is doubtful that many 
Americans would be acquainted with 
this work, for it is a repertory piece 

VOICE AND 

Agnus Dei. Gigli and orchestra and 
chorus of the Berlin State Opera. P- 
[^^f$$]. Georges ThilL 

C.9097-$i. 

A tAaiRYMOSE but vocally luxurious 
version of an Intermezzo (originally 
for orchestra) from the DArlisienne 


of the Monte Carlo Ballet under the 
title of Jeux d'Enfants. There is 
some delightful material in these 
pages, which Dorati directs with ap- 
propriate verve. However, the in- 
tonation of the orchestra is occasion- 
ally at fault, and the tubby record- 
ing suggests that it was made in a 
smallish studio. 

ORCHESTRA 

music is Gigli’s alternative to the 
more restrained but less sonorous 
singing of Thill. The purchaser’s 
choice will turn upon his interest in 
pure voice or the devotional impli- 
cations of the adaptation. 


BLISS, ARTHUR 


Music for Strings. Adrian Boult and the 
BBC Orchestra, V-Set 464 — $3.50, 
[^♦ff$$]. 

The sturdy patterns of this absorb- 
ing work are given powerful utter- 
ance by the excellent strings of the 
English orchestra. Boult’s feeling for 
the idiom is unmistakable, his care 
in the preparation of the work ap- 
parent The recording is suave and 
well-balanced. 

The Shop© of Things to Come. Arthur 

Bliss and Muir Mathieson conduct^ 
tng the London Symphony Orchestra. 
D-a56o6-8-$2.25- 


As THE title indicates, this is a 
memento of the H. G. Wells film in 
which Raymond Massey had the 
leading role several years ago. As 
such, it is not markedly more im- 
portant than the generality of such 
things, save that this is better orches- 
trated, a little more imaginative 
than most movie scores. The conduc- 
tor for most of the suite is the com- 
poser, his deputy for the balance a 
well-known executive in English 
studios. The excerpts include the 
**BalIet for Children,” “The World 
in Ruins,” “March,” and “Epilogue.” 


BLOCH, ERNEST 


CONCERTO 


VIOLIN AND 

No. L Joseph Smgeti and the Orchestre 
di la Sociiti des Concerts Conserva- 
toire directed by Charles Munch. . C- 
Sit 380-44*50. [^^^fff$$]. 

For this major work of an important 
contemporary composer, Columbia 
has mustered one of the most satisfy- 


ORCHESTRA 

ing recordings in its catalogue. 
Szigeti plays the score with excep- 
tional penetration and technical mas- 
tery, the orchestra responding well 
to Munch’s muscular direction. The 
reproduction is uncommonly full and 
richly colored. 
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STRINGS 

Cofictrto Grosso, Curtis Chamber Music Sevir/ky hiw been this 

Ensemble conducted by Louis Bailly, Concerto Grosso retains ennsiflerablc 

F-Set 563 — $3.50, interest. Its strongly clmigncti themes 

A» ONE of the select group of con- are capably projeeteci tiy the ensem- 

temporary works to merit multiple ble under Bailly’s direrfion, with 

recordings (the previous Victor ver- particular fmessir in the Dirge. The 

lion under the direction of Fabien recording is good* 

CELLO AND ORCHESTRA 

Schelomo. Emanuel Ecuermann, cello, virtuoso. One could hardly imagine 

with Stokowski and the Philadelphia two more enduring examples of in- 

Orchestra, V-Set 698 — $3. [♦♦^ff$$]. terpretative art than this perform- 

Feuermann is both poet and phi- ance and the Don Quixote, also by 

losopher in his impassioned perform- Feuermann. The recording is daz- 

ance of this score; and while both, zling in its hery brightness and 

he is also a superbly accomplished sonority. 

QUARTET FOR STRINGS 

In B minor. Stuyvesant Quartet, C-Set singularly broad, vivid recording. 
392 — $4.50. One of its tnmt conspiemotw feattim 

The genuine impact and frequent is the roomy, responsive background 

eloquence of this music are height- of resonance, which adds much to 

ened by the forthright, vigorous per- the reality of the recording, 

formance of the quartet and the 

QUINTET FOR STRINGS AND PIANO 

Alfredo Casella and the Pro Arte Casella’s piano-pitying. However, 

Quartet, V^Set 191 — $4.50. [^ff$$ 3 . there is obvious eonHcienee in the 
The refinement and passion for de- interpretation and much rliscrirninat- 

tail that animate the performances ing musicianship. The recording of 

of the Pro Arte Quartet are not the strings i» thin, the piano ihal- 

much amplified by the virility of low. 

SONATA FOR VIOLIN AND PIANO 

Josef Ginffold and Beryl Rubinstein. additional one that the Otngtdd- 

F*Set 49S — $4. [^*^ff$$ 3 . Harold Rubinstein performance D recorded 

and Marion Berkley. G-Set 3— $4.50. with a good deal more vitality, with 

[**ff$$]. a broader palette of colors, and a 

In a sense, it is regrettable that closer approach to fidelity, More- 

there are two versions of this work, over, in a final breakdown, there Is 

for both are eminently serious, a margin of intensity and fervor to 

wholly musicianly perforraancet* be credited to these mmt players. 

However, as clear as this fact is the 

SUITE FOR VlOU AND PIANO 

William Primrose and Frii% Kitninger, than two minutes of miiik* Quite 
W-^Sit 575“-$4*50, [♦♦♦fff$$], aside from thit, however, irc the 

There it a version of this work for ama*iag virtuosity of Friitirote's 

viola and orchestra that, one suspects, playing,, hit exeeptionil artistry, his 

i« rather more valid than this edD Waxing energy and fervor, Kitxinger 

tion. It may be noted, too, that one collthorttes wholeheartedly, and the 

of the twelve-inch tides contains less reproduedon ii excellent 
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MISCELLANEOUS PIECES 


Abodah. Yehudi Menuhin, molin, 
with Hendrik Bndt, — $i. 

A POTENT, understanding perform- 
ance, excellently recorded. 

^aal Shem. Joseph Szigeti, molin, and 
Andor Parkas, piano. C-Set XiS8 — 
$2.50* [♦♦£££$$]. Nigun only. Nathan 
Milstein and Leopold Mittmann. C- 
17134 — $.75- [*^ff$$]- 

I WOULD value Szigeti’s exceptionally 


intense and articulate performance 
more, were the sound of his instru- 
ment, as reproduced, less wiry and 
penetrating. The balance with the 
piano is good, but there is not 
enough of either instrument Mil- 
stein plays the single section splen- 
didly, but with hardly the fervor of 
Szigeti. His recording is older but 
not conspicuously inferior* 


BOCCHERINI, LUIGI 


CONCERTO FOR VIOLONCELLO AND ORCHESTRA 


In B flat. Pahlo Casals and the London 
Symphony Orchestra directed, by Sir 
Landon Ronald. V^Set 38 1 — ^$3.50. 
[**fff$$]. 

Ronald’s participation in this re- 
cording effectually establishes its 
date (he died in 1938), but the evi- 
dence of age is not too strong in the 
reproduction. Moreover, CasalV 
performance is as close to insuper- 


able as any interpretative effort 
could be. I would prefer more or- 
chestra in the splendid slow move- 
ment, in which the cello is too promi- 
nent, but this error of judgment 
seems slight indeed beside the cer- 
tainty of the soloist’s phrasing, the 
refinement and sensitivity of his emo- 
tion. 


ORCHESTRAL WORKS 


Scuola di Ballo (Arranged by Jeon Fran- 

goix). Antal Dorati and the London 
Philharmonic Orchestra. C-Set X157 
—$2.50. [^^*ff$$]. 

This is another work for which the 
record collector is directly indebted 
to the revival of interest in ballet, 


for Frangaix’s witty and tasteful 
treatment of some delightful Boc- 
cherini themes was prepared on 
commission from Comte de Beau- 
mont in 1924. Dorati conducts the 
score with admirable spirit, and it is 
capably recorded. 


QUARTETS 


No. 1 in D| opus 6. Poltronieri Quartet. 
C-Sei X99— $2.50. [^ff$$]. 

A CHARACTERISTIC example of the 
composer’s quartet style, played with 
good precision and zest (in an ar- 
rangement by Polo). The recording 
is clean but also a bit wiry. 

No. 5 in E, opus 13 (Monuet only). Sto'- 
kowsM and the Philadelphia Orches-* 
tra. P'-7as6-«$*, [*^ff$$]. Ruhlmann 
and Symphony Orchestra. ( 7 -i 7 i 3 **— 
$.75. [^f$3. ffeingartner and the 


Paris Conservatory Orchestra. C- 
70674—$!. 

This is ‘‘the Minuet,” by which 
work, out of some 500 others, Boc- 
cherini is known to most of the 
world. Though it was written for 
string quartet, there is no version 
available in that form. Of these 
three performances, I prefer the 
Weingartner, though it has not quite 
the superb precision of the Stokow- 
ski version. 
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In G minor, opus 33, No. 5. Roth Quat* 
iff* C-Sst X170 — ^$2.50. [^♦ff$$ 3 . 
Here is music for which the Roth 
ensemble would seem to have been 


created^ playetl with persuasive 
verve and a good deal of technical 
sophistication. 'I'hc recording is thor- 
oughly g«)od. 


SONATAS 


No. 6 in A. William Primrose, wola, 
and Joseph Kahn, piano, P-iysts — 
$ 1 . [«fff$$3. 

The fine art of Primrose makes an 
exciting thing of this music, which 
is, in its own terms, anything but 
exciting. There have been previous 


recortfmgs for cello and piano (none 
of them now availabie), but Prim- 
rose has ended any necessity for !*«ch 
duplication with his invincibly right 
and eloquent playing. His collabo- 
rator performs well at the piano, and 
the reproduction i» an aural joy. 


BOHM, GEORG 


Portita uber die Arie: Jesu, du bist allzti 

schdn. Yella Pessl, harpsichord, P*- 

1938-4.75. 

An engroseino work, in fourteen 


variations, by a Cicrman composer 
of the generation preceding Baclds. 
The playing in vigorous, the record- 
ing satisfactory. 


BOITO, ARRIGO 


OPERA 

MEFISTOFELE 


Complete opera. Mafalda Pamro 
(Margheriia), G, Mrangi'^Lombardi 
(Elena), Antonio Melandri (Faust), 
and Namareno de Angelis (Mefisto- 
file), mth the orchestra and chorus 
of La Scald conducted by Lorenm 
Molajoli C'-Set Op. ty — $ 17 . 50 . 

This set could hardly be cited as an 
example of the best in contemporary 
recording (it was apparently made 
in a confining studio), but there are 
some interesting qualities in the 
performance. The best of these is 


the voice of Fsvero, richer and 
better controlled than when she wa» 
heard in this country, Melandri Is 
also a capable artist, and Molajoli 
conducts with obvious devotion to 
the music. However, dc Afigelii 
sings with wobbly, uncentered tonet 
and melodramatit? style, 

Ualtra notte In fondo, M'tmm md or-- 
chestra, C-910S— $*, pff$$]. 

A »«Ai?Tiriih example of the singer^i 
rich, dark voice, her lutheiitle feel- 
ing and artistry. 


BORODIN, ALEXANDER 


ORCHESTRAL WORKS 

In the Steppes of Central Asia, Albert Gabriel PiernJ and the Orehmtra of 

Coates md the London Symphony the Concerii CoUnm, D*a5$90«-4*75» 

Orchestra, F--nt6r-4t. [*ff$$]. Pf$3, 
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This atmospheric work is not heard 
as often as it should be, both in 
respect to its originality and its 
intrinsic color. The recording of the 
Coates version is a little shallow, 
lacking in firm texture. However, 
the conducting is energetic, the play- 
ing efficient The Piern6 perform- 
ance is inferior in both respects, but 
it is reasonable value for the price. 


Symphony No. 2 . Coates and the London 
Symphony Orchestra. V-Set 113— 
$3.50. [^ff$$]. 

A SYMPHONY only by the composer’s 
designation, there are qualities in 
the score that are finely realized in 
the broad, incisive performance by 
Coates, But the quality of the sound 
is coarse, the balance of the choirs 
not as even as one might desire. 


OPERA 

PRINCE IGOR 


Overture. Coates and the London Sym- 
phony Orchestra. F-9123 — $r. 
[^ff$$]. Daniele Amfitheatrof and 
the E.LA.R. Orchestra^ — 

$. 75 . mi 

There is no considerable gap be- 
tween these performances, so far as 
the conductors are concerned. On the 
other hand, the London Orchestra 
plays with more technical skill than 
Amfitheatrofs, and if the recording 
is not conspicuously more lifelike, 
the surfaces are certainly less ob- 
jectionable. 

I Hate a Dreary Life. Feodor Chaliapin. 
1^-1237— $1. [**fff$$]. Alexander 

Kraieff. D-20637 — $.50. [*f$]- 
UsuALLY known as ‘Trince Galit- 
sky’s Song,” this aria is sung with 
great incisiveness and bravura by 
Chaliapin with a vocal quality not 
too greatly impaired (it dates from 
the late twenties). Even at the 
higher price, it is preferable to the 
Kraieff version. 

Joroslavna's Arioso. Nina Koshetz. V- 

9233-$!. c*^fff$$]. 

Although this artist is more gener- 
ally remembered as a singer of 
sentimental songs, her fine artistic 
ability and considerable vocal scope 
are here employed in material 
worthy of them. The suppleness and 
variety of the sound she produces is 
indeed impressive and reasonably 
well-reproduced. 

Daylight la Fading. Charles Kullmann. 
C-9099— -$l. [♦♦ff$$]. Vladimir 

Rosing. 11-25188— $. 75 - 


Kullmann has the voice for this 
music, and he sings it with model 
intelligence; unfortunately a Ger- 
man text is used, a fact particularly 
at odds with the swelling expansive- 
ness of the music. However, it is in 
other respects infinitely superior to 
the Rosing version, in which the 
language is authentic. 

No Sleep, No Rest. Georges Baklanoff. 
D-25122— $.75. [*ff$]. 

This is the single version of this 
aria to be found in an American 
catalogue, and recommended despite 
the inferiority of the recording and 
the scratchy surfaces (the excerpt 
covers both sides). 

How Goes It, Prince? Chaliapin and or- 
chestra directed by Albert Coates. 

r-6867— $1. [*fff$$]. 

In addition to singing the main 
portion of the air assigned to iChan 
Konchak, Chaliapin supplies the 
voice of Prince Igor which prefaces 
it. This procedure is validated by 
the singer’s ability to differentiate 
his vocal qualities and, above all, 
by his soundly dramatic treatment 
of the vocal line. The vigorous treat- 
ment of the orchestral score by 
Coates is a valuable asset. 

Polovtsian Dances. Beecham, the Leeds 
Festwal Chorus, and the London 
Philharmonic Orchestra. C-Set X54 
— $2,50. [♦*fff$$]. Stokowski and 
the Philadelphia Orchestra. F-Set 
499-~$2.5o. [♦^^fflS]. Is say Dob- 
rowen and the Berlin State Opera 
Orchestra. D-2S294-~- $.75. 
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Coittis md Lmdon Symphony 
Onhesira* F-9474^ — ^$x* 

Goossens and the London FhUhar- 
monk Orchistra^ ^-36323-3 — $1.50. 

For the discriminating record col- 
lector it is a fortunate thing that 
the conductor best qualified to con- 
duct this music also has the proper 
forces at his disposal This means, 
of course, Beecham, who has a fine 
chorus as well as the excellent Lon- 
don Philharmonic as the medium for 
his vigor of spirit, his remarkably 
fresh feeling for the orchestration. 
All these are knit together by the 
satisfying richness of the recording. 
Stokowski’s is the more sensational 
accomplishment, the more superfi- 
cially exciting. However, the chorus 
is missing, and the conductors nerv- 
ousness, his insistence on physical 
contrasts are elements that diminish 
in effect with repetition. Those who 
are not too auspicious of an economy, 
if it is sound, will find unexpected 
value in the impelling, strongly re- 
produced performance by Goossens, 
Neither of the two-sided versions is 
complete, and both are mediocre re- 
cordings. 


Dance of the Polovtsian Maidens. Fron^ 
sky and BaHn^ pianists. F- 12030 — $1. 

As A brilliant example of duo- 
pianisra, this record has high merit 
However, it has only a nominal 
relationship to the performances dis- 
cussed above. 

Polovtsi Morch. Be ft ham and the Lon^ 
don Fhilharmonk Orchestra. C- 
69414— $1. [**H$$J. Boult and 

the BBC Orchestra. 1^-36324— $«7S* 

In order to obtain Beecham’s esti- 
mate of this vigorous morcrau, the 
purchaser must also accept an in- 
complete portion of the Tannhimsir 
overture, or else prefer Beecham^a 
version of the whole of that work 
(a consideration discussed in its 
proper alphabetical place)* How- 
ever, that ii a fact separate from 
the joyful energy of this perform- 
ance, the buoyant brightneii of the 
reproduction. There is a reasonable, 
and exceedingly satisfactory alterna- 
tive in the plangent, finely colorful 
reproduction of Boult’s crisp per- 
formance. It is much above Black 
Label standards, both in perform- 
ance and contiucting. 


QUARTETS 


Ho. 2 in D. Pro Arte Quartet. F-Set 

ass— $4.*50. [«f$$$]. 

Merely as quartet playing, this at- 
tains a more than respectable level-— 
it is smooth, refined, well-turned. 
These would be the basic elements 
of a successful performance in many 
classical works, but this score poses 


other problems. It «ki for a purely 
sensuous enthusiaim, which the Fro 
Arte playert do not posseit, a 
warmer glow of tone than one hears 
on these disks. The viollit, in par- 
ticular, is weak. The recording it 
otherwise wtiifactory in tone and 
balance* 


BOYCE, WILLIAM 


light Symphonies. Ma^ Goherman and 
the Nmp York Sinfonkita. T — $13. 

Despite the name, these works have 
more affinity with the concert! grotsi 
of Handel than they have with the 


type of muiic later known by this 
title. The dance movements are 
eipeclally well-directed by Gober- 
man, whose little orcheiitri is ci- 
pable for the task In hind. Though 
the recording ii not brilllint, the 
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balance is good and the tonal quality 
has musical depth. The works are 
performed in the edition of Con- 
stant Lambert. 

Power of Music^ The: Overture. Fiedler* s 


Sinfonietta. i^-4444 — $.75. 

An admirable sequel to the items 
above; the music is played with 
infinite finish and reproduced with 
strong, clean brilliance. 


BRAHMS, JOHANNES 


CONCERTOS 

PIANO AND ORCHESTRA 


In D minor, opus 15 . Schnabel, ^iih the 
London Philharmonic Orchestra con-- 
ducted by Georg SzelL V-Set 677 — 
$6,50. Bachaus and the 

BBC Orchestra conducted by Boult 
F'^Set 209 — $5.50. 

Thoxtgh there was substantial reason 
for respecting Bachaus’s reactions to 
this score, the recording of the per- 
formance was never a notable one, 
even when it was new. Therefore 
the appearance of the Schnabel set 
something more than a year ago was 
generously welcome. He summons 
the proper muscularity for the burly 
first and last movements, sinking 
into a reverie of tenderness and 
poetry between them that seems as 
much a reasonable physical re- 
action as an inspired musical one. 
The orchestral performance under 
S^ell is not as separately compelling 
as it might be, but it is at all times 
energetic and well-disciplined. I 
know of no better recording of 
SchnabePs piano. Returning to 
Bachaus and Boult, I would not say 
that the saving offered would be 
compensation for the smaller amount 
of music. 

In B flot^ opus 83 . Boronmiz and the 

VIOLIN AND 

In D, opus 77 . Szigeti and the HalU 
Orchestra led by Hamilton Earty* 
C-Sit [^^fff$$]. Heifetz 

and the Boston Symphony Orchestra 
led by Koussemtzky. F-^Set 581— $5. 

JCreisleft nmth the London 
Philharmonic Orchestra and Bar- 
birolli F-Set 40a— $5. 


NBC Orchestra led by Toscanini, 
F-Set7e^o--%6.so, p^^ff$$]. Schnabel 
and the BBC Orchestra led by Boult 
F'Set 305 ~$ 6 . 50 . [^®^ff$$]. 

The noble, mellow brilliance of 
Carnegie Hall is all about the sound 
of the Horowitz-Toscanini version, 
for the sponsors finally gave up their 
uneven battle against Studio 8H, at 
least for this session. One can say 
little that is not good about the 
golden ear-filling richness of sound 
in this recording, or, for that matter, 
about the impelling, adroit, and in- 
sinuating playing of Horowitz. Since 
Toscanini is hardly the conductor to 
accept reluctantly the implications of 
such a score as this, it is, for once, 
really a symphony with piano 
obbligato. Some of the breaks are 
abrupt, but the sheer overpowering 
virtuosity of the whole enterprise is 
difficult to resist. Schnabel’s treat- 
ment of the music remains a triumph 
of reasoned surety, of mature elo- 
quence and rock-ribbed solidity. 
However, the orchestral sound is of 
another, and lower, standard, the 
solo horn is not always reliable, and 
Boult, though an admirable musician, 
is hardly a Toscanini. 

ORCHESTRA 

There is no doubt that more of the 
Brahms concerto reaches the out- 
ward ear in the Heifetz perform- 
ance any more than there can be 
doubt that more of it reaches the 
inward ear in the Szigeti, despite 
its considerable mechanical infer- 
iority. On the listener’s preference to 
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have ome or the other assuaged will 
depend his choice. It would be un- 
fair to contend that there are not 
solid musical merits in the first or 
high technical finish in the second, 
but the line of demarcation between 
them m plain. Heifetz will sacrifice 
an occasional musical point to pre- 
serve the finish and sheen of his 
playing; Szigeti, similarly, will 
tolerate a rough tone or a squeezed 
note in order to project to the full 
the substance of the music as he con- 
ceives it. In his conception there 
are a sweep and fluidity, an eleva- 
tion of style and feeling that are 
sui ^emris, Heifetz is equal to all 
but the final eloquence; and it is 
this that will incline the discrimi- 
nating listener to the Szigeti. The 
recording of the latter cannot be 
fairly measured against the tingling 
splendor of the sound the Victor 
engineers have contrived to capture 

VIOLIN AND 
In A minor, opus 102. Jascha Biifett, 
violin^ Emanuit Eiuermann, cello, 
and the EhUaddpMa Orchestra con* 
ducted hy Ormandy, F-Sit tt $ — 

$ 4 . 50 . 

The repertory is indeed enriched 
by this fluent, virile performance, 
though those whose estimate of the 
score was established by the Casals- 
Thibaud-Cortot set will find it an 
accomplishment of another order. 
The utter unanimity of expression in 
that performance is not duplicated 


in Boston’s Symphony Hall, nor is 
the contiucting so vigorous or alert 
However, the relationship of violin 
and orchestra under Ilarty is per- 
fectly proportioned, the sound of it 
satisfactory. Consideration of the 
Kreisler performance has been 
omitted from the previous discussion 
for the reason that its major 
strengths cannot eomparc with the 
minor ones of the two other versions. 
It is not as sound, musically, as the 
Heifetz, less technically adroit than 
the Szigeti. What this artist does 
supply is a certain tender reflective- 
ness that is occasionally iippropriiite 
to the music, more often not. Then, 
too, the insecurities of intonation, 
the retarding of challenging tech- 
nical passages are serious blemishes. 
Barbirolli condurtK the orchestra in 
rather determinedly noncommittal 
fashion, and the recording it lull- 
bodied, 

VIOLONCELLO 

here, and the loss is an undeniable 
one; hut the magnifleent range and 
power of Feuermaim*s technique, the 
questing bniliance of Heifetz's 
ecution are the elements of a memo- 
rable experience. Ormandy k in- 
clined to strain hr orchestral effects, 
as if concerned that his part in the 
performance might be forgotten. 
However, the orchestra plays ipien- 
didly for him, and the reproduction 
k lit every way admirable. 


ORCHESTRAL WORKS 

OVERTURES 


Akodamisches Fast, opus 80. Bruno 

W alter and the Fimna Philharmonic 
Orchestra, $x, [*^ff$$]. 

Jfohn BarhirolU and the Philharmonic 
Symphony Orchestra, C*Set zooX— 
$a,50. [*^f$$], Mengelhifg and the 
Comerigehoums Orchestra of dm* 
sieriam, C*Set 4z.50. [*ff$$$]. 
Gahnhmitsch md ike Detroit Sym* 
phonyOrchesira, 


Friin Stiidry mi the orchestra of 
the Berlin Btaie Opera, D-am#— 
$. 75 ^ i^mi 

Till Barbirolli version ii the moit 
recent of thete, but the quality both 
of performtttci and reproduction is 
a shabby betrayal of the opportunity 
presented. Barbirolli conducts in i 
metronomieal manner, and the or* 
cheitra sounds poorly. Thus It mu 
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be said of the collection, only one In all musical respects the Tos- 

performance — that by Walter — canini performance of this work is 

merits serious musical discussion, clearly preferable. However, the odd 

Those of Mengelberg and Gabri- side of these two disks contains a 

lowitsch are wholly disqualified by part of the finale of Beethoven’s first 

inferior recording. The Stiedry re- symphony, while the similar portion 

cording is also antiquated, but the of the Beecham recording compactly 

relationship of quality and price is presents the whole of Mozart’s 

more reasonable. Walter plays the Figaro overture (played, inciden- 

work with admirable emphasis and tally, with exceptional dash). Those 

plentiful contrast, though there is who want the best available inter- 

an element of humor in the score pretation of the Brahms overture, 

that could be made more prominent. exemplifying fully the breadth and 

The reproduction is good. weight of this music, will accept 

Trogische, opus 81 . Toscanini and the the other disabilities of the Toscanini 

BBC Orchestra. ^^-153 86-89 — $z. offering. The recording in both cases 

[^**fff$$]. Beecham and the London is good, though there is an ad- 

Philharmonic Orchestra. C-Set X85 — vantage of clarity and tonal fidelity 

$2.50, [^^ff$$]. in the Toscanini. 

SERENADES 

No. 1 in opus 11. Minuet and Scherzo. and accentuation. Gabrilowitsch’s 

Leo Blech and the London Symphony ability as a conductor is poorly rep- 

Orchestra. ^-11458 — $1. [^f$$]. resented by this disk. 

Minuet only. Gabrilowtsch and the No. 2 in A, opus 16. Richard Korn con- 
Detroit Orchestra. ^-6834 — ^$1. ducting the Alumni Orchestra of the 

[*f$$$]. National Orchestra Association. V- 

Neither of these can be recom- Set 774 — $4. t**ff$$$]. 

mended with enthusiasm, initially Both orchestra and conductor are 

because the recording in both in- indeed of modest merit to find them- 

stances is old-fashioned, and in the selves in a Red Label album. Korn 

second place because they are mere is a painstaking musician and may 

fragments of the complete work. If become a conductor of consequence, 

a choice must be indicated, it is in- but he does not enliven this score 

dubitably in favor of Blech, who conspicuously. The recording is 

plays the music with good energy faithful to Victor’s capable average. 

SYMPHONIES 

No. 1 in C minory opus 68. tf eingartner citement of Stokowski is the in- 

and the London Symphony Orchestra. determinate fluctuation of Walter, 

C-Set 3S3 — $5.50, [^*ff$$]. Walter which in the introduction to the first 

and the Vienna Philharmonic Or- movement is more drastically re- 

chesira. V-Set 470— $5.50. [**ff$$]. tarded than anything in the Stokow- 

Stokowski and the Philadelphia Or- ski and in the finale is more drily 

chistra. V-Set 301— $5.50. [*^ff$$$]. matter-of-fact «than any manifesta- 

Klemperer and the Berlin Philhar- tion of Weingartner. The better re- 

monk Orchestra. D-2S487-92 — $4.50. cording of the latter offsets the con- 

[*ff$]. sistently more dramatic approach of 

There is no version of this work Stokowski, which becomes more than 

whose merits are outstanding enough a little tiresome. The recording of 

to earn a clear choice. Between the the Klemperer version is weak and 

solidly academic treatment of Wein- the surfaces noisy, but the perform- 

gartner and the rashly romantic ex- ance has earnestness and vitality. 
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Ho 2 in D# opws 73 . Beetfmm and tki 
I^mdm Philharni^nic Orchestra, C- 
Set 365— $5.50. [**£££$$], Ormandy 
and the Philadelphia Orchestra, 
F-Set 694--$6.50. Bar- 

Mrelli and the PhilharmonicSym- 
phmy Orchestra, C-Set 412 — $5.50. 

Stokowski and the Phila- 
delphia Orchestra, F-Set 82 — ^$6.50. 

One hardly thinks of Beecham as a 
‘‘Brahmsianer/’ but this recording is 
evidence that even such an accom- 
plishment is not outside the range of 
his talents. His treatment is un- 
orthodox in its avoidance of the con- 
ventional heavings and swellings, in 
its lack of churnings and excitement: 
but always plausibly so. The basic 
chamber music style of the scoring 
(save for the finale) has been truly 
appraised and skillfully imparted to 
the orchestra. All of this is finely 
reproduced in a recording of sweet 
warmth and unostentatious clarity. 
If one desires a fuller, more robust 
treatment, it should be OrmandyX 
for the orchestra, at least, performs 
with distinction, and it is abun- 
dantly reprotluced* Barbirolli’s calm, 
intelligent performance has neither 
the spiritual elevation of Beccham*s 
or the physical excitement of Or- 
mtndy’s, which leaves it, to my 
taste, in a middle position of slight 
utility. The old Stokowski version 
(of 1930) is now expensive for what 
it ofiers, though it is superior, as a 
conception, to most of Stokowski^s 
Brahms. 

No* 3 in opus 90. Wnngartner md 
the London Philharmonic Orchestra, 
C-Set 353-:$4*5o* Walter 

and the Fienna Philharmonic Or- 
chestra, F-Set 341— $4.50. [**ff$$ 3 . 
National Symphony Orchestra con- 
ducted by Hans Kindler, F-Set 7^2 
—$4.50. E^^^f$$ 3 . Fredmck Stock 
and the Chicago Orchestra, C-Sei 
443— $4.50, $$ 2 * Stokowski and the 

FUladelphia Orchestra, F-Sei 4a-— 
[*ff$$ 3 * Mengelberg and the 


Conartgeboim Orchestra of Am- 
sterdam, €-Sei i8i*«-$4,5a [•£$$$], 
As THE citations indicate, the divi- 
sion of credit between Weingartner 
and Walter amounts to virtual 
equality— neither performance is re- 
markable and the recording in each 
case is satisfactory, Inn no more. The 
difference, then, is between the 
ruddy, warm-fibered emotion of 
Walter, the more constrained genial 
feeling of Welngartncr. My choice, 
personally, k for the latter, because 
the musical texture is mure care- 
fully enunciated, the choirs of the 
orchestra differentiated with greater 
success. Of the two newer versions, 
neither offers values that are dis- 
cussible in such terms. The ortho- 
dox, intelligent performance of Stock 
is badly blurred and dktoricd by 
the reproduction, and the clean, bril- 
liant-sounding one of Kindler is 
miserably erratic In tempos, in- 
judicious in phrasing, am! devoid of 
persona! viewpoint. Both the Stokow- 
ski and Mengelberg versioiii belong 
to another era of recording and 
possess no musical values to over- 
come their terious mechankil de- 
ficiencies. 

No. 4 in I minor^ opui 98* Koussemtnky 
and the Boston Symphony Orchestra, 
F-Set 730— $5. #Vi«- 

gariner and the London Symphony 
Orchestra, C*Sit 33S’^$S*SO. 

Walter md the BBC Orchestra, 
F-Sei 242—15.50. Stokomsski 

and the Philadelphia Orchestra, 
F-Sit 1S5— $ 5 * 50 * Hermann 

Ahmdrotk md the London Sym- 
phony Orchestra, F-Sit 7G*-'$4.75. 

im$i 

Tkouoii I value Wclngartner’s con- 
eeption of this work higher than 
jKIousievitskyk, it would ht foolish 
to my that the tottl of mignlficent 
playing, superb recording* md gen- 
erally rtiionabic itatement on the 
Boston dlifcs is not a better tumroa- 
don of the «ore than the London 
orcheitrt achieves, llbiii Is one of 
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the triumphant evidences of the 
Boston orchestra's quality and, as 
such, of its own excellence. Wein- 
gartner’s strong architectural sense, 
his feeling for line and phrase are 
wholly relevant to this work, espe- 
cially in the finale, but what can be 
heard of them is not quite enough. 
Walter's strain of crowding emo- 
tion, his refinement in melodic state- 
ment are also illuminating here, but 


there are also excesses of these traits 
to burden a performance already 
hampered by insufficient recording. 
The brand new Stokowski is a dis- 
mal failure, both for the thin, nasal 
characteristic of the recorded sound 
and the constant (or rather incon- 
stant) alterations of tempo and dis- 
tentions of phrases. The shabby 
Abend roth job is not an economy at 
the price. 


VARIATIONS 


On a theme by Haydn, opus 56 a. Toj- 
canini and the New York Phtlhar^ 
monk-Symphony Orchestra. V-Sei 
355 — ^$3.50. [^*fff$$]. W eingartner 
and the London Philharmonic Or-- 
chestra. Met X125— $2.50. P^ff$$]. 
Henry Wood and the Queen's Hall 
Orchestra. D-zss<)s-6 — $1.50. [^f$$]. 
Casals and London Symphony Or-^ 
chestra. F-Set 16G — $2.50. [^ff$$$]. 
Even with the discount for improve- 
ments in recording technic in the 
last four years or so, it is obvious 
that the collaboration of Toscanini 
and the Philharmonic was more fruit- 
ful than most of his current ones. 
The challenge asserted by the Wein- 
gartner version is by no means in- 
consequential, but there can be no dis- 
guising that this effort is simply not 
on the level of the Toscanini. The 
perceptions are less keen, the de- 
mands of the conductor on his 
players not so exacting. There are 
some variations (particularly the 
lyric ones) in which I prefer Wein- 
gartner's yield and softness, but the 
proportions of the work as a whole 


are more justly aligned by Tos- 
canini. The economy version of 
Wood is sedate and unpretentious, 
capably played by the -orchestra. 
However, the recording is thinnish, 
lacking in body and resonance. 
Nevertheless, it is a better value 
than the old, undernourished version 
by Casals. 

Two-Piano Versions. Bartlett and Robert- 
son, pianos. C-Set X181 — $2.50. 
[*'^*fff$$]. Pierre Luhoschutz and 
Genia Nemenoff, pianos. V-Set 799 — 
$2.50. [*^ff$$]. 

To MY mind, only duo-pianists could 
be interested in a recording of this 
version by Brahms of his own score, 
for certainly the music is incompar- 
ably more accessible and communica- 
tive in the versions cited above. 
However, there can be distinctions 
even so, principally related to the 
dynamic resources of Bartlett and 
Robertson, their gift for fluid state- 
ment, and the quality of their piano 
tone — in all of which they arc the 
superior of their competitors. 


QUARTETS 

STRINGS 


No. 1 m C minor. Busch Quartet. F-Set 
^27—44,50. [*‘^^ff$$]. 

There have been various alterna- 
tives to this in previous catalogues, 
but this one alone has survived. It 
is, in totality, a soundly disciplined 
performance, powerful and intent, 


but I prefer more flexibility and 
resilience in the playing. The cello 
tends to be loud, but the recording 
is otherwise satisfactory. 

In A minor, opus 51 , No. 2 . Budapest 
Quartet. F-278— $ 4 * 50 . [♦^fffSS]. 
This is not altogether the Budapest 
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Quartet as mt knows it today (the 
violist is a predecessor of the current 
Kroyt), but there it essentially the 
same incandescence of tone, an equal 
breadth of statement, similar 
strength of feeling. The work it, in 
truth, a little light for the best quali- 
ties of the group to assert them- 
selves, but there it certainly a suffi- 
ciency of musicianship and technical 
skill in the playing. The fine slow 
movement is majestically played. 

In B flat^ opus 67, Budapest QuarUU 
W„Set 1E3— $4.50. 

STRINGS . 

No. 1 in G minor, opus 25, Artur 
Rubinstein and Messrs, Onnou^ Hat-' 
liux, md Maas, ¥-Set — $ 4 . 50 , 
p^ff$$], 

Rubinstein’s reputation as a vir- 
tuoso would not seem to proclaim 
him a fitting interpreter for this 
work, but it it a beautifully bal- 
anced, thoroughly intelligent, and 
cultivated performance that he hat 
put to hit credit. Some of the string- 
playing it a bit placid, but the bal- 
ance of parts it splendid. In the finale 
(“Rondo alia asingarete**) Ruhin- 
itein takes the lead, with destructive 
effect on the placidity of the stringt 
and a compensating service to the 
music. Rubinstein^s mastery of the 
technical detail is fabulously good — 


Excitement, energy, and light 
spirits are equally conspicuous in 
this performance. It is, without 
doubt, one of the best chamber 
music performances in the Victoc 
catalogue, though there should he 
the footnote that it is not actually 
included in that compendium, (By 
some quirk of bookkeeping it is not 
mentioned in any of the several 
logical categories in the 1940 edi- 
tion.) The recording is thoroughly 
satisfactory* 

ID PIANO 

enormously facile, but itill within 
the chamber music frame. 

No. 2 in A ma|or, opus 26. Serkin and 
Messrs, Busch, Doctor, and Busch of 
the Busch Quartet ¥-Sei 346-— $4.50. 

The string tone of the Busch en- 
lemble is a trifle dull, but this at 
least has the merit of setting off to 
the fullest the brightness and gleam 
of Serkin’s impeccible piano»pIaying. 
Each movement h marked by a fine 
homogeneity of tone, in which Ser- 
kin asserts hts talent for playing 
under the strings, of blending his 
tone to the end of a wholly single- 
minded performance* The recording 
is excellent 


QUINTET 

STRINGS 


In F mcijor, opni 88. Budapest String 
Quartet naith Alfred Hobday, F-Set 
466-43.50* [^^fff$$]. 

Hobday hat participated in various 
eniemble recordings, but nowhere 
with more distinction than in this 
album. It is in all respects an ad- 
mirable job and can be recom- 
mended with thorough enthusiaim. 
The temper of the Budapest players 
is intimately tutted to the needs of 
this music, and the recording is 
skillfully accomplished. 

In G major, opu* HI. Budapest Quartet 


mih Ham MaMke, F^Set 1S4— • 
$3*50. [♦fff$$]* 

It is a rare privilege for the mutk 
lover to have iccesi to two such 
splendid pcrforittincw of related 
works m this and the one above. 
The recording here It I«i full- 
blooded than the preetding one, but 
the performince Is beautllully sym- 
pathetic In Impulte and execution. 
Moreover, d«iplt« i certain diminu- 
tion of force and quantity, the char-' 
aeteristic quality of the Budtpeit 
feme is very well-rcpreiented. 
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STRINGS AND CLARINET 


In B minor, opus 115 . Reginald Kell 
and the Busch Quartet. F-Set 491 — 
$4.50. Charles Draper 

and the Lener Quartet. C-Set 118 — 
$5.50. 

There are two possible approaches 
to this work, both of them repre- 
sented in these recordings. One is a 
free rhapsodic treatment, which 
takes cognizance of the gypsy ele- 
ments in the music; the other is 
a more mathematically precise, 
straightforward statement. Curi- 
ously (in consideration of the usual 
tendencies of these two string 
groups) it is the Lener that is rela- 
tively rigid, the Busch that is more 
flexible. It may possibly be a conse- 


quence of the collaborating clarinet 
in each case, for Kell’s is the more 
rhapsodic soul, Draper’s the more 
precise and literal. From this stand- 
point, it might be hazarded that the 
former would be happier with the 
Leners, the latter with the Busches. 
However, the latter group responds 
splendidly to the spur of Kell’s give 
and take, the plangency and sheen 
of his tone. Draper deserves praise 
for the fullness and purity of his 
tone, especially in rapid passages; 
but the quality of his accomplish- 
ment is offset by the brittle sound 
produced by his associates, their 
tendency to shrillness. 


STRINGS AND PIANO 


In F minor, opus 34 . Serkin and the 
Busch Quartet. V-Set 607 — ^$5.50. 

Since the old Bauer-Flonzaley ver- 
sion has been dropped from the 
catalogue, there is no contest to the 
generally excellent version of Serkin 
and the Busch ensemble. The play- 
ing of the quartet is more than a 


little soft-spined and sentimental in 
the slow movement, but Serkin is 
dependably good under all circum- 
stances. The piano sounds some- 
what distant from the microphone 
when it is playing alone, but the 
balance in the ensemble passages is 
first-rate. 


SEXTETS FOR STRINGS 


In B flat, opus 18. Pro Arte Quartet f 
*with Alfred Hobday, mola, and 
Anthony Pint, cellist. F-Set 296 — 
$4*50. [^ff$$ 3 . 

The conscience and musicianship 
of this performance arc not to be 
denied, though there is more finicky 
detail and refinement in the play- 
ing than seems necessary. Moreover, 
the intonation is not so assured as 
one might desire, and the muscular 
characteristics of the music are a 


little constrained. The recording is 
somewhat thin but well-balanced. 

In G, opus 36 . Budapest Quartet, mth 
Hobday, viola, and Pint, cello. F-Set 
371—- $4.50. [**fff$$]. 

A SOLID, well-considered perform- 
ance, recorded with a good fre- 
quency range and excellent dynamic 
variety. Beyond this, the music lover 
who puts his faith in the Budapest 
Quartet will not be disappointed. 


SONATAS 

PIANO 


No. 2 in F sharp minor, opus 2 . Arthur 
Loisser. FRM-15, 16, 17— $6. 

[^ff$$]. 

Loesser plays with fine power and 
technical assurance, attempting to 


master by sheer energy the craggy 
patterns of this work. His part of 
the enterprise is admirably achieved, 
but the recording is lacking in 
resonance, and the surfates arc 
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flagrantly noiay. It is also over- 
priced. 

No. 3 in F minor, opus 5. Harold Bauer, 

.V4V/ i4-«$6. 

Without being clairvoyant it would 
be impossible to tel! why this favor- 
ite repertory piece is presently avail- 
able only from the modest Schirmer 
list, considering the weird choices 

PIANO AND 

No* 1 in F minor, opus 120, No. I. 

Damd Weher, clarinet, and Ray 
Lev, M-Set 27 — $5. [^f$$ 3 . 

Weber has neither the technical 
control nor the artistic subtlety to 
deal justly with this score, especially 
as his tone tends to become shrill 
in the upper register. However, the 
recording is at least valuable for 
directing attention to the breadth 
and incisiveness of Miss Lev’s play- 
ing, the salience of her tone. The 
recording per se is successful, but 
the surfaces add a third level of 
sound to the two contrived by the 
composer. 

No, 2 in E flat, opus 120, No. 2. Willmm 

PIANO AND 

No. 1 in G, opus 78. Adolf Busch and 
Rudolf Scrkin, F-Set lai — $3,50. 
[*»fff$$3. 

The geniality and charm of this 
score are beautifully represented by 
these two redoubtable collaborators. 
Busches tone is lighter than one 
would believe posiible, an imposing 
tribute to his artistic sense, Serkin, 
too, plays with more than customary 
ebullience. The recording is excel- 
lent. 

No. 2 in A, opus KK). Busch and Serkin, 

Albert 

Spalding and Andri BenoisL F^^Sei 
a8S--43. 

Sfalwno’s tone here i® uncommonly 
suave and solid, Benoist acquits 
himself admirably, and the record- 
ing engineers have given them 
skillful assistance. Those who are 
fond ©f Spalding could hardly jflnd a 


of material to be found In duplicate 
elsewhere. Bmier plays with incon- 
testable strength and souml knowl- 
edge of the score, but his tcmicncy 
to make a cough of a sigh, an ex- 
plosion of an rxclamatlon, asserts 
itstdf too often. Hie recoriiing i» 
quite good, clear, and resfujant. 


CURINET 

Primrose, viola, and CrralJ Moore, 
pianist. F-Sei 4ai—$3.$o. 

In this opinion, the alternaic version 
of Brahms is prcfrrithle to the 
original, both heeatise the string in- 
strument has tnore dynamic variety 
than the clarinet and also because 
the line of the work can be belter 
preserved by the bow than by the 
breath. Perhaps this is an impression 
engendered by the rnagnifleence of 
Primnjse’s equipment, the richness 
and brilliant metal of hts tone. 
Moore adtis to the sum of the re- 
cording piano playing of high 
quality. I'he reproduction is excel- 
lent 

VIOLIN 

better example of his ability or t 
more characteristic example of his 
interpretative indiniitioiw. How- 
ever, those who lire interested pri- 
marily in Brahms will not even need 
the attraction of a lower price to 
prefer the Busch-Serkln version. 
The recording is not quht mi full, 
but the tense of the work li much 
better comprehended. The elements 
of this are & iharper dynamk thrust 
in the first movement, greater tact 
and sensibility In the slow move- 
ment, a broader ftrlrfe in the fltHiIe, 
The compresiion of the wtirl onto 
four ia*inch sicks requirci t break 
in the middle of the slow movement 
(which begins hilfwiy through the 
itcond side), but the resulting econ- 
omy k not to foe discounted. 

No. i In D minor, opus 108 . losipk 
Snigiti and Bgon PitrL C*Sii 3514 — 
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$3.50. Paul Kochanski 

and Artur Rubinstein, V'Set 241 — 
$3-50. [*ff$$]. Roman Totenherg, 
molin, and Adolf Bailer, M-Set 43 — 

$5. 

Even were the competition to the 
Szigeti-Petri set more formidable 
than it is, one could hardly be dis- 
suaded from favoring it. Szigeti’s 
remarkably thoughtful treatment of 
the score is, in itself, a rare experi- 
ence, especially when it is comple- 
mented by such piano playing as 
Petri's. (It should be noted that this 
is the celebrated Egon Petri, not 
Endre Petri, who was for a time 
Szigeti’s accompanist) The record- 
ing is not as full as it might be, but 

PIANO AND 

No. 1 in E minor, opus 38 . Gregor Piati- 
gorsky and Artur Rubinstein, f-Set 
564 — $3.50. [^**ff$$]. Feuermann 

and Theodore Van Der Pas, C-Set 
236 — $3.50. [*''^ff$$]. 

Either of these is a wholly satis- 
factory treatment of the score, 
though each has its points of indi- 
vidual excellence. The bigness and 
breadth of Piatigorsky’s tone are 
beautifully ear-filling, but the bril- 
liant focus of the sound Feuermann 
produces in the upper reaches of his 


the tone quality is good. Despite 
Kochanski’s nasal tone, his is first- 
rate violin playing, though not so 
applicable to this Brahms sonata as 
it might be to certain other works. 
But the outstanding element of this 
set is the splendid performance by 
Rubinstein, the most subtle and in- 
teresting I have ever heard of the 
piano score. Students will find it ex- 
tremely illuminating. The record- 
ing is weak. Neither Totenberg nor 
Bailer is a musician of the caliber 
they challenge, and their intelligent 
effort is pitched lower, both in spirit 
and skill. The recording is good, 
the price excessive. 

VIOLONCELLO 

instrument is unique. If there is an 
artistic advantage for the Victor set, 
it may be attidbuted to the confidence 
and power of Rubinstein. Me- 
chanically, too, this version is im- 
pressive. 

No. 2 in F, opus 99 . Casals and Hors- 
zowski, V-Set 410 — $4.50. [***fff$$]. 
Casals’ art is splendidly mirrored 
by the recording. That fact is assur- 
ance that the music has been re- 
created as completely as the com- 
poser could desire. 


SONGS 


The songs of ike Society Set No, i 
are listed in the alphabetical sequenccj 
properly notated. 

An Sonntog Morgen. Alexander Kipnis, 
with E. V, Wolff, P-17747— $1. 
[*^ff$$3. 

The big voice of Kipnis sometimes 
commands the singer, rather than 
vice vena, but it is a representative 
performance, well-reproduced. Un- 
fortunately it occupies the second 
half of a disk, without separation 
from the first song. 

An di© Nachtigoll. Lotte Lehmann with 
Paul Ulanowsky, C-i7274--$.75. 
P^ff$$]. Nancy Evans, alto, D- 
25720^.75. Kipnis and 


Gerald Moore. V-Set 522— $6.50. 

[^*ff$$]. 

Of the versions available indi- 
vidually, the Lehmann is much the 
more eloquent and stylistic. She also 
has splendid support from Ulanow- 
sky. Even without these factors, it 
is a much better recording than the 
modest effort of Evans. The Kipnis 
disk is part of the Society Set No, 1, 
and a thoroughly excellent one. 

Auf dem Kirchhofe. Eulda Lashansha, 
soprano, V- 20 %s — $* 75 « 

Kipnis, P-17749— $1, [^ff$$]. Leh- 
mann, C-17274 — ^$.75. [**f$$]. 

Both the Kipnis and Lehmann ver- 
sions arc newer, more lifelike than 
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the Lashamska, but the slugs with 
more composure than cither, and a 
good deal more control Lehmann is 
frequently out of tune, and Kipnis 
prefers to bellow rather than sing 
the musk. The quality of reproduc- 
tion, however, should not be con- 
fused with these artistic details. 

Botschoft. Lotte Lehmann, i^-1857^ — 
$*75» [**”££$$]. Ria Ginsier, i^-8763 
-^1. 

Neiiukr of these is without flaw, but 
the exaltation and fervor of Leh- 
mann^s singing entitles her to the 
preference of this listener. Her in- 
tonation is sometimes at fault, but 
the emotion throughout is wholly 
authentic. Ginster is more com- 
posed, perhaps a shade more ac- 
curate; but the quaver in her voice 
becomes offensive. Her accompanist, 
Gerald Moore, is more aggressive 
than Lehmann’s Erno Balogh. 

Da unten im Tale. Lehmann and Paul 
Ulanowsky, C-71059 — $1, C*^ff$$]. 
Ernst ffolff, G-69 54 ^- 4 *. [♦^f$$]. 

I AM captivated by the quality of 
Lehmann’s constrained eloquence in 
this song, but her evasions of the 
pitch are not pleasant However, 
there 5 s nothing in the Wolff disk 
to be estimated even comparatively, 
for his vocal limitations are too ex- 
treme to be discussed. 

Dfln blaues Augt. Kipnis mi Wolff, 
F-X 7746 - 4 t. [*»*ff^]. Marian 

Anderson and the Philadelphia Or-* 
ehestra led ky Ormandy* 1^-15409— 
$1. 

Even were Kipnis’i performance 
not so magniflcently rich at it is, I 
would prefer it to the thickly or- 
chestrated, over-sonorous version 
with Anderson and Ormandy. Both 
reproductions are firit-rate, but 
Kipnii li the superior artist here* 

Eriaaeruiig. Kipnis, F-Set 

i^^mi 

Not available icparately# 

Irkubf mir, f«ia% Mildchtn. Lekmmn, 
mdth Ulanmasky, C-71059— $1* 
[♦^ff$l 3 . Mima GifhardL r-7795— 


$x. inmi Mrnst Wolff, U-69S4a- 

$1. 

Gerharot’i artistry is splendidly ap- 
parent here, but the reproduction of 
her voice is thinnish and not in the 
class of the Lehmann disk. Thus it 
is the preferential version. I can 
see no virtue in Wolffs perform- 
ance. 

Es rauschet dos Waster. Pose Bampton, 
alto, and Conrad ThibauU, baritone, 
V-77bo-4t- i**mi 
These records arc haIf-t-do*en 
years old (otheri of the group are 
listed in their alphabetical places), 
and the ability of the artists in- 
volved has altered much since they 
were made. At evinced on these 
disks, they are serious and talented 
singers without conspicuous bdl- 
viduality. Sylvan Levin i« the able 
pianiit 

Es sttht cin^ Lind. Ernst Wolff, C-dosai 
- 4 r. [*f$$ 3 . 

WonFF’i quavery voice is a ierious 
limitation to the effect of his «n- 
thuiiastk emotionalism. The record- 
ing is no more than tolertble. 

Ftittsliehchea, dii seltst mir nichl harfuts 
geh'ii, Lehmann, G- 7 iO 50 -««-$*- 
Oerhardt l^- 779 S“* 4 r. 
*P*ff$$ 3 . Wolff, C 49 S 4 I-$*. 

im$i 

I CAM And no retion to alter the 
judgment expresicd above on **Er- 
laube mir, feln’i Mldchen^’ by the 
same singers. 

Ftldeinsamkflt GerhardL F-7791-— $*• 
t*m$l Kipnis, €- 7 *^- 4 ** 

Mark MMUen 

Amoho thcic three tingers Eipnit 
has the most voice at hit dlipostl, 
but the effect of it Is Invalldateci by 
his lugubriouf treitment of the 
musk. Gerharcit sounds m though 
ihe were singing in m empty con- 
cert hill (i rewonablt condition 
for many sopranoi but not for this 
eminent irtitt), but the delivery of 
the music It superb despite the 
thready condition of her voice. 
Mtllefi voice shows the effect of 
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too many Sieglindes and Aidas; she 
simply does not have the control for 
a sustained line in this tempo nor, 
incidentally, the artistry for this 
reflective pattern. 

Gong zur Liebsten. Kipnts. i^-17746 — 
$1. Conrad ThtbauU. V- 

i6ri--$.75. 

A TRULY distinguished performance 
by Kipnis, warmly felt, remarkably 
articulated. Thibault’s equipment is 
much inferior, the reproduction in 
no way comparable. 

Geheimnis. Kipnis, ^-17747 — $1. 
[^*ff$$]. 

A SKILLFUL performance, finely re- 
corded. 

Ich wandte mich und sohe un. Bampton, 
r-i6io— $.75. [^ff$$]. 

The vocal quality here is more than 
satisfactory, but Bampton does little 
with the internal qualities of the 
music. 

Immer leiser wird mein Schlummer. Ger^ 
hardt i^.6755— $1. [^fff$$]. Kipnis, 
C-7204 — $1. [*ff$]. Anderson, V- 
15409 — $1. [***ff$$].. Schumann, 

r-i 837 --$. 7 S. [**ff$$ 3 . 

Both the Anderson and Schumann 
recordings are vocally superior to 
Gerhardt’s, but both, unfortunately, 
have orchestral accompaniments. 
Moreover, there is a concentration 
of emotion in the older singer’s ver- 
sion that projects its eloquence more 
directly. Thus, despite its occasional 
thinness of sound, it is a more satis- 
fying performance. The Kipnis ver- 
sion has considerable merit, but this 
is hardly a song for a male voice. 

In stiller Necht. Kipnis, 1^-17744 — $r. 

c**f$$]. 

The amount of Kipnis’ voice is ex- 
cessive for this song, but he shades 
it superbly, achieving a relatively 
intimate effect Certainly his feeling 
for the material is splendid. 

In Wuldeinsamkeit Kipnis, r-17747 — 

$1. [^^ff$$]. 

A SUMPTUOUS job of singing, mood- 
ful and expressive, but also tech- 
nically impeccable. E. V. Wolff pro- 


vides a very fine accompaniment 
here. 

Jdger, Der. Schumann. F-1756 — ^$.75. 
[*^ff$$]. 

A FROLICSOME conceit, delightfully 
sung by Schumann, whose voice is 
precisely right for it. The attrac- 
tion of the disk is enhanced by the 
three other brief songs that are in- 
cluded with Der Jdger, 

Jdger und sein Liebchen, Der. Bamp- 
ton and Thibault, T-7761 — $1. 
[*f$$]. 

The performance has its limitations, 
but the song is not apt to be re- 
corded again in the immediate 
future. 

Kein Haus, keine Heimat Thibault, 
$.75. [*f$$]. 

The citation for ‘‘Gang zur Lieb- 
sten” is also applicable here. 

Mddchen spricht, Dos. Lehmann, T-1857 

--$.75. [**ff$$]. 

A CHARACTERISTIC example of the 
singer’s skill, emotionally potent and 
musically sophisticated. 

Mainacht, Die. Lotte Lehmann. C-jioSo 
— $1. [*<'^fff$$]. Lashanska, V-zozs 
— $.75. [*‘'‘ff$$]. Ria Ginster, F-jZzi 
— $1. [**ff$$]. Marian Anderson. 
i^-14610— $1. [**ff$$]. Lehmann. 

D-20285 — $.50. [‘'‘ff$$]. Kipnis, 

V-Set 522— $6.50. [*‘^ff$$]. 

For her exalted projection of this 
song Lehmann seems to have re- 
gained some of the vocal splendor of 
her prime, shaping the phrases with 
lovely flexibility and warmth. There 
is less sheer vocal merit in the 
Lashanska version, but there is a 
good deal more atmosphere in her 
singing than in either Ginster’s or 
Anderson’s. The old Lehmann disk 
is also an admirable interpretation, 
but the reproduction is mediocre. 
The range of the song is not kind 
to Kipnis, which adds not at all to 
the attraction of his Society Set. 
Moria, ging aus wandern. Ernst Wolff, 
C-d 9542 — $1. [*'’f$$]. 

Not recommended. 

Meine Liebe ist grun. Lehmann, F-I733 
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$.7^. Kipnis. F-I7746-4 x* 

I AM not an enthusiast for either of 
these, for Lehmann^s voice is un- 
pleasantly shrill in this performance 
(a very unsatisfactory reproduction 
as well) and the Kipnis voice is no 
match for music of this movement 
and stride. In addition, it is the 
second song on a disk that has no 
separating blank spaces. 

Mein Mddel hat eiiton Rosenmund. 
mann* f^-1857 — ^$.75. [*ff$$3. Gcr- 
hardt F- 779 S- 4 i. [^f$$3. Kipnis, 
F-I7744"-?x- [^^f$$3. C- 

69542-^1. [^f$$3. 

Under pressure I would indicate a 
reluctant preference for the Leh- 
mann version, if only to respect the 
intentions that she does not realize, 
but I find all of these versions un- 
attractive. The Oerhardt is very 
thin, blemished by an intrusive 
modulation from the preceding song, 
the Kipnis elephantishly kittenish, 
and the Wolff just bad. If the ques- 
tion of recording is a factor^ the 
Kipnis is by far the best 

Nachtigalf, Die. Schumann^ — 

$•75* Gerkardt 

$1. [♦ff$$$3. 

There is a sensuousnesi and vocal 
richness in Schumann’s voice that 
Oerhardt cannot parallel The great 
artistry of Oerhardt*s delivery is 
impaired by the hollow acoustical 
background. 

Hontie und der Ritteri Pit. Bampton and 
Thibmk, F-77do— $t* l^mi 
See comment under rauschet dai 
Wasser/’ 

0 kOhler Wal4 Kipnis^ F-I7746--4** 
E**fff$$]. KaH Mrk, timr. F-44(^— 
$.75- E^^f$$]. 

A mmmhY atmospheric perform- 
ance^ ffnely reproducedi earns a 
preference for iCipnit. The Erb 
voice is limited indeed, though 
beautifully supported by Bruno 
Seidlcr- Winkler’s plana playing. 

0 lifbliehe Wongen. Likmam^ 

--4«. [♦*ff$$3. 


There is plentiful spirit in Leh- 
mann’s perfornumrr, hut the ele- 
ments that are of the fle^th are hard- 
pressed. Certainly it h an interpre- 
tation worth owning^ despite itn 
weaknesses. 

Ruhe# Susslichchca. Kipnts, F-17745— $1. 

A liEAUTiriiLLY modtdated perLirrn- 
ance by Kipnis, artful in the ex- 
treme. The recording is especially 

good. 

Sandmdnnchtn, D-aoaS^— 

$,50. [♦!!$, 1. Klpm, r-i7744«-4*. 
[**f$$ 3 . Siimmunn, F-iHil-^,75. 

Dk.siute the vast inferiority of the 
recording, I prefer the humanity 
and warmth of Lehmann's effort to 
the elaborate iitnplicity of Kipnis, 
Similarly, the affected singing of 
Schumann moves nte inff at all. 
Sapphisch® Odo, Kirsiin Tirnrh^rg, 
$1. f'»*lf$$;|. Huldn Lu- 
shamka* F-708*;— *$t. 

Thoreorc's performance h not more 
than creditahle, but she is not guilty 
of such tastelcssness as the chorus 
and orchestra that accompany La- 
shanska. Rosrnck's piano-playing is 
a decided assistance to Thorhorg. 
Schmiod, Der. Lrhmmn, 

[♦ff$J. Andmm, ^-15409-^1, 

t**ff$$J. 

It mmm be unfair to compare the 
richness of Aiidcrson’i vfdce with 
the economy of Lehmann's, liitt the 
iurgtng power of the latter’s con- 
ception Is not to lie denunl. Morc- 
over, the orchestral background to 
the version by Anderson Is neither 
relevant nor skillful 
Schwtsttrkln. Wdg^ G-^954t— *$*. 

inmi 

The best of Wolffs muiiriwfhip and 
genulnt feeling is to be found in this 
diiL It can hardly bt ikicribed as 
fastidious singing, but imich of tlit 
quality of the musk is perrepilblt. 
Sonoi schilil nichf mthr, 0i«. IF#/#. 

Sit entry lor “£« itcht citf Liodd’ 
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Sonnett, Ein. Kipnis, V-Set — ^$6.50. 

The music lover must forego this 
choice item unless he is willing to 
accept Victor’s decree that he must 
huy $5*50 more worth of records 
along with it 

Sonntog. Lehmann, C-71060 — ^$1. 

Kipnis, V-Set 522 — $6.50. 

One of the most characteristic per- 
formances in the Lehmann album, 
even to the pinched upper tones and 
notes forced off pitch. The record- 
ing is good. As for the excerpt from 
the Society Set, one will hardly be 
irreparably poorer without it 

Stdndchen. Gcrhardt. ^-7793 — $1. 
[Hmi Kipnis, V-Set 522--$6,5o 
{not available separately) , [*^ff$$]. 
Gerhardt sings this music with 
charming sympathy and under- 
standing if with less than an ideal 
amount of vocal power. However, 
she manages to impart an unex- 
pected quality of girlishness to her 
tones. Needless to say, this feat is 
beyond the powers of Kipnis; just 
as possession of the record is be- 
yond the power of the music lover 
unless he invests in the whole al- 
bum. 

Tlierese, Lehmann, /^”i733 — $*75- 

An insinuating and deftly effective 
performance by Lehmann is poorly 
recorded on this disk. The pianist, 
Brno Balogh, sounds as though his 
instrument were occupying an ad- 
jacent studio. 

Tod^ dos ist die kUhle Nacht, Der. Leh- 
mann, 1^-173 3— $.75, [*ff$$]. Schu- 
mann, — $.75, [^*f$$]. 

The Schumann version is perhaps a 
shade better recorded than the Leh- 
mann, but I find the depth and im- 
mediacy of emotion in the latter 
more to my taste. Also, the music 
places less strain on her voice than 
some of the Brahms songs previously 
discusied. Here, too, the piano is 


badly placed in relation to the 
voice. 

Treue Liebe. Ginster. ^-8763— •$!. 
[^*f$$ 3 . 

As A performance this is more con- 
spicuous for the care and sensi- 
tivity of the singing than it is for 
emotional communication. Gerald 
Moore does a beautiful job of the 
piano accompaniment. 

Oberldufer, Der. Kipnis, F-17749 — $1. 
[**ff$$]. 

A FINE evidence of Kipnis’ superior 
musicianship, his taste, and his vocal 
control. 

Vergebliches Stdndchen. Schumann, 
— $.75. [**ff$$]. Lehmann, 

jD-20285 — ^$-50. Kipnis, V-Set 522 — 
$6.50 {not anjailable separately), 
[^^ff$$]. 

My ENTHUSIASM for the Schumann 
performance would be greater were 
the insinuation in her tones not 
quite so conscious. However, it is 
for the most part a successful under- 
taking and much better recorded 
than the Lehmann. It is difficult to 
associate a capricious maiden witn 
Kipnis’ basso-cantante, 

Verrat Kipnis, V-Set 522 — ^$6.50 {not 
available separately), [**fff$$]. 

Vor dem Fenster. Kipnis, ^-17745 — ^$1. 
[^*ff$$]. 

Though this is in the medium tempo 
well suited to Kipnis’ substantial 
voice, there are faults of intonation 
that diminish the effect of his effort. 

Vier ernste Gesdnge. Kose Bampton, 
F-x6to-ix — ^$1.50. [*f$$]. Kipnis, 

F-Set 522 — $6.50 {not available 
separately), [^*ff$$]. 

It is an absurd circumstance that 
compels a recommendation for so 
immature a performance as Bamp- 
ton’s in contrast to the eloquence and 
strength of that by Kipnis. The 
ridiculous price of the latter is a 
consequence of the fact that it can 
only be purchased in an album with 
four other disks. 

Von ©wiger Liebe. Gerhardt, r-67SS — 
$1. [^ff$$]. Lehmann, D-2sM — 
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$.75. Kipnis. F-Sit 53a— 

$6.50 (mi siparatdy). 

Gsrhae»t*s voice h aged and feeble 
on this disk> but it is ttill animated 
by splendid enthusiasm and artistry. 
The Lehmann version is eager and, 
alas, uncontrolled: these are facts 
aside from the technical inferiority 
of the recording. Kipnis does a char- 
acteristically capable job. 

Vor der Thdr* Bampion and Tkihault, 

Sis the comment under und 

sein Liebchen.” 

Woch' fluL mein' Herxensschone. fFolff, 
C-69541 — ^$1. 

She *TeinsIiebchen.” 

Wanderer, Ein. Kipnis. /^-I7749^ — $1. 
[^^ff$$ 3 . 

iCrpNis imparts a deeply tragic ac- 
cent to this song, phrasing its line 
with splendid tastefulness. 

Wte hist du, meine Kdnigin. Lehmann. 
C-X7373— $.75, ['^♦fffll]. 

For those who consider this the 
epitome of Brahms’s art as a song 
writer, this will be an especially 
satisfying performance, for Leh- 
mann sings it with infinite tender- 
ness and sensibility. 

Wit hoh und frisch. ThibauU. 

i^mi 

8eb '‘Gang xur Liebsten,*’ 

Wligenlied. GinsUr. F-87<i3— $** 
P^ff$l 3 - Schumann, F"- 1756-^.75* 
[♦♦f$$3. Hulda Lashanska, F-708S— 
$1. pf$$], Kipnis, F-I774S--4** 

p#f$$ 3 . 

The slight saving offered by the 
Schumann version does not offset 
her excessive use of portamento in a 
palpable effort to increase the ex- 
pressiveness of her singing. How- 
ever, she might have lafely left 
this to the considerable resources of 
her voice. The clean singing of 
Giniter is thus to be preferred, espe- 
cially since Laihinska It iccom- 
panied by a chorus and orcheitra. I 
do not find Kipnis' voice at all ap- 
propriate to this music. 


Wi® komm' ich dena x«r Tur herein, 
Gifhardt, 1 *. 

Till artistry and sophiNtiration 
amasset! by tJcrhardi during \wr 
long career as a student of the 
German art-song are summari/ed 
in this perforujanee. 'Lhere arc 
flaws in the voice, but one ii 
scaretdy conseiotis of them when 
the high points are as exulted ih they 
are in this interpretation. The 
piano performance by Loenraad ¥. 
Bos is also surpassingly good* 

Win Mefodian xieht as mir. Lo//e Sekimf, 
/>-a5ia9— $.75. Kipnis, 

/^-i 7749 -$x. 

ScHOHi’s brilliant feelliig for thii 
song is a source of plcatsiire to mt 
that transcends the superior fidelity 
of the Kipnis reproduction. He sings 
cstirnably but with no such special 
sensitivity as Schbne. 

Wir wandeltoa, Lehmann, L’- 1:7743— 
$.75. [•♦fff$$J. Kipnis, T-17748— $1. 
[♦*ff$$;i. 

As A purely personal preference I 
am more partial to this timsk in the 
soprano register than the one uti- 
lised by Kipnis, Both singers per- 
form splendidly, and the choice be- 
tween them must be made mi such a 
particular basis ns this. 

Litbasikder Wafxar, opus 52, Fiarma 
Fkklmdt iuprmni Emdyn Moc- 
eonirdUn B*iiikm l/niar, 
Cram Cddcr, and 

Oraci Castagnitiia and 
Kayct pi finis is, M 4 V/ 14— ls. 
l*ff$$]. i)r, P*mnk Black and ihi 
NEC ordmim, ^-13449-31— 
r**ff$$ 3 . 

The Blicl performinee it t more 
skillful ricording, but it k, unfor- 
tunately, in irr«nifrrie« of the 
original, in which tli« charm of the 
voices and duo-pianitts b tlissl- 
pated. The Muikrift itt Is repro- 
duced without tht btekground of 
resonance I would prefer, but the 
lingers art ibk, the spirit of the 
music lucceiifully coiiveycd. 

Zlgauntrliidir* Madrigal Singm cm* 
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ducted hy Lehmann Engel. C^Set 
X88 — $2,50. Nancy Evans, 

alto, vnth Myers Foggin, piano. 
jD“257i9-2o — $1.50. [*ff$$ 3 . 

By almost any standard — vocal 
quality, conducting, recording — the 
effort of the Madrigal Singers is an 
inferior one. However, the material 
is so engaging that the opportunity 

VOICE AND 

Alto Rhapsody, opus 53 . Marian Ander- 
son, male chorus and the Phila- 
delphia Orchestra conducted by 
Eugene Ormandy, i^-15408-1919 — 
$1.75. [*^‘'ff$$]. 

Anderson’s voice is splendidly ap- 

DEUTSCH 1 ES 

Ich hob' nur Traurigkeit Florence Aus- 
tral, vjith chorus and orchestra, 
1^-9395 — $!• Emmy Betten- 

dorf. D-2SZ%Z — $.75. [*f$$$]. 

Neither of these disks is mechani- 
cally impressive, but that by Austral 
has at least the virtue of recreating 
her voice at something near its 
superlative best. Her singing is ad- 
mirably disciplined, remarkable for 
its amplitude and sonority. The 
chorus and orchestra perform well, 
though the recording is not much 


to hear it, even incompletely, is wel- 
come. One can only hope that the 
quality of it, as demonstrated here, 
will encourage a recording by forces 
better qualified. I do not find the 
version used by Evans in the cata- 
logue of Brahms’ works ; and 
though she sings well, the effect is 
hardly equal to the original. 

ORCHESTRA 

propriate for this music, and she 
sings it with taste, insight, and feel- 
ing. The recording is splendid, the 
assisting forces all that they should 
be. 

REQUIEM 

more than feeble. Bettendorf’s sing- 
ing is also praiseworthy, though 
here the deficiencies of the record- 
ing are such that little of quality 
emerges. 

Wie lieblich sind deine Wohnungen. 
Irmler Chorus and orchestra. D- 
25336-— $.75. ['^f$$]. 

There is sound musicianship in this 
performance, and generally good 
discipline of the technical problems. 
The reproduction is poor. 


TRIOS 

PIANO, VIOLIN, AND HORN 


In E flat, opus 40 . Serkin, Busch, and 
Aubrey Brain, V-Set 199 — $4.50. 
[^^fff$$]. 

Since the capacities of Serkin and 
Busch are familiar, Brain may be 
described as the hero of this enter- 
prise. His tone is beautiful in 
timbre and very finely controlled. 


Even in the fast-moving scherzo 
there is a minimum of blurring 
from the horn. Together with the 
violinist and pianist he projects an 
admirably refined conception of the 
work with considerable spirit. The 
recording is excellent. 


PIANO. VIOLIN. AND VIOLONCELLO 


No. 2 In C, opus 87 . Myra Bess, Yelly 
D*Aranyi, and Caspar Cassado. 
C-Sit 266— $4.50. [^f$$]. 

Despite the celebrities involred in 
this recording, the results are no 
more than passable, Hess is by far 
the most sympathetic in her treat- 
ment of the work, but D’Aranyi’s 


violin-playing is small in scale and 
unduly refined in tone, Cassado’s 
cello productive only of rather 
woolly sounds. Moreover there is 
little forcefulness in the basic ap- 
proach. The recording is clean but 
deficient in resonance. 
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PIANO, VIOLONCELLO, AND CLARINET 

In A winori o|>Mf 114 * MUton Kaye, to give the parteriHH the iwivity they 

Sifdmg HunkinSf md Ralph Me* merit The elarioetist phrasei well, 

Lam, M*Set tS“-$5. [♦♦ 1 $$]. but his tone is shrill in the upper 

Tubes are good qualitiei of mu- register, woody elsewhere* Clarity 

sicianship in this performance, but is the dominant virtue of the re- 

ncither McLane nor Hunkins is cording, but it could be warmer in 

sufficiently master of his instrument tone* 

VARIATIONS FOR PIANO 

On an original them®, opus 21, No* L C*Sit XBo— “$2.50. p^ff$$]. Baekms, 

Wilhelm Bachaus, T-14227— 4 x* r-7419-iO— $2. t*ff$$}* 

Fktei’s enormous facility and the 
A BOUNDLY discriminating perform- superiority of the recoiling afcoriled 

ance by Bachaus, an<l infused with it are essential elements in the 

a good deal of feeling. The record- quality of hk performance. Bachaus, 

ing is a little faint, but the quality certainly, is not at a loss for finger 

of the sound is good. resourcet, but they count for lest 

On 0 theme by Hondel, opus 24. Egon since his recording h considerably 

Petri, C*Set 34S“~$3‘50. older. Moreover, Fetrik treatment of 

I ADMIRE the delicacy, as sheer piano- the work is more subjective and vig- 

playing of Petri’s performance, but orous. Bachaus tends to concrruriite 

hit treatment as a whole is intellectu- on the purely physical patterns, 

aliped. The sound of his piano i.s which are by no meani the whole of 

well-reproduced. this work* 

On a theme by Paganini, opus 35. Petri 

MISCELLANEOUS PIANO PIECES 

8ALLADES 

0pm t md 2, Wilhelm Baehaus* In G minor, opus 118, No. 3, Barham, 

F-7988— $t* [**^*ff$$]. No. 1 only. i^’'-799i— $1. [•♦ff$$]. Eileen Payee, 

Jlnatoie Kitain, D-asyBa— $.7$, |**f$$$). 

Bachaus’s playing is energetic and The pefformance by Joyce is tech- 

well-controlled, though not remark- nically deft and miwlcally sound, 

ably individual in spirit or temper. but neither as inckivc nor as 

The **Edwtrd” ballade (No, r) is rhythmically alert it that by 

the more successful of the two, and Bachaus. There k little to cliooic 

definitely superior to Kitain’s vet- between the recording of the two. 

sion. The recording is tatisfactory. 

CAPRICCIOS 

in B minor, opus 76, No. Z Jriur Ruhin* tractire than Btehiosk; but, m one 
item, T-ifoSo— $.75. [♦£!$$]. may note, the litter disk incluikf 

Barham, F-14516— $t. [**f$$]. tlso* the Cnprlccio noted below and 

One of the earlier recordings by thui may he rated t bitter invest- 

Rubinstein in the citalogue, this h ment 

now included in the cheaper category In D minor, 4>pi» 116, No. i Bachaus, 
recently established by Victor. So #’'-14516-^1. 

far t$ the individual work k con- Sii entry nbove. 

corned, hit performance is more at- 
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INTERMEZZI 


In A, opus 76 , No. 3 . Walter Gies eking, 
{7.71172— $1. 

In this and the four other inter- 
mezzi listed in the sequence below, 
Gieseking accomplishes some of the 
most expressive, finely turned play- 
ing to his credit on records. There is 
a sufficiency of sentiment to satisfy 
any demand for that commodity, but 
it is administered with a carefully 
controlling hand. The piano record- 
ing is highly satisfying. 

In B, opus 76 , No. 4 . Gieseking, C-7117Z 
~$i. [^^fff$$]. 

In A, opus 76 , No. 6. Eileen Joyce. D- 
25i74-“$.75- [^^ff$$]. 

A SENSITIVE, carefully phrased per- 
formance. The piano is well-repro- 
duced. 

In A minor, opus 76 , No. 7 . Bachaus. V- 
7991— $1. [*^ff$$]. 

Bachaus’s understanding of the style, 
his forthright, energetic approach to 
the music are all inherent elements 
in the effect of this performance. 

In E major, opus 116 , No. 4 . Gieseking. 
C-71173— $x. [^^fff$$]. Bachaus. F- 
14,132 — $1. [^*ff$$]. 

Gieseking is more adept at matters 
of this sort than Bachaus, who is 
inclined to search for hidden mean- 
ings and inner voices. Gieseking 
accepts the plain implications of 
the notes and vivifies them with his 
fine tone. 

In E flat, opus 117 , No. 1 , and E flat 
minor, opus 117 , No. Z Bachaus. 
F-14133— $1. [^*f$$]. Eduard Erd- 
mann. jD-25326 — ^$.75. [^f$$]. Wil- 
liam Murdoch. D-z$s%x — ^$.75. 
[^f$$ 3 . 

The treatment of these works by 
Bachaus is not so consistent as one 
might desire — the first is very 
thoughtfully presented, the second is 
rather hasty and insensitive — but its 
composite qualities assay higher than 
the performances of Erdmann or 
Murdoch, Erdmann plays the E flat 
minor “Intermezzo” with valid emo- 


tion, but the middle section is over- 
phrased, sentimental; moreover the 
recording of the piano is poor. Mur- 
doch does little more than convention 
decrees, and the reproduction of his 
instrument is also inferior. 

In C sharp minor, opus 117 , No. 3 . Erd- 
mann. D-zS7^ — $.75. [*f$$]. 
Unresonant recording and a prosaic 
conception of the music are the con- 
trary facts that weigh against Erd- 
mann’s capable technical perform- 
ance. 

In A minor, opus 118 , No. 1 , and A, opus 
118 , No. 2. Bachaus. F-7994— 
[**ff$$]. 

The first of these is one of the finest 
of Bachaus’s numerous Brahms re- 
cordings, played with genuine savor 
and fervor. The second is less good 
but certainly acceptable. 

In F minor, opus 118 , No. 4 , and E flat 
minor, opus 118 , No. 6. Bachaus. 
F-7992— $r. [*ff$$]. No. 6 only. 
Gieseking. C-71172 — $1. [^*fff$$]. 
Neither of these is illuminated by 
especial insight. The recording is 
fairly good, but the piano is lacking 
in resonance. The Gieseking disk 
contains only No, 6, but is played 
with far more warmth than Bachaus 
summons. 

In B minor, opus 119 , No. 1 , and E minor 
opus 119 , No. 2 . Bachaus. F-14134 — 
$1. [**ff$$]. Gieseking. C-71X73 — $1. 
[**fff$$]. 

Clarity and precision are wholly at 
the disposal of Bachaus in these 
works. However, there are elements 
in them which require more flexi- 
bility than he commands. They are 
brilliantly supplied by Gieseking for 
the second of the series, which he 
plays with superb mood and ex- 
pressiveness. 

In C, opus 119 , No. 3 . Myra Hess. 
(7-4083 — ^$.75. [^fff$v$]. Gieseking. 

C-17079 — $.75. [^*ff$$]. Bachaus, 

F-14516 — ^$1. [**f$$]. Eileen Joyce. 

[•££$$]. 
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For not altogether mysterious reasons 
this piece has always been identified 
in the mind of this listener as the 
*^Hess intermezzo.” The reasons for 
this are clearly apparent in a juxta- 
position of her performance with 
any one of the three others listed 
above. There is a flexibility, warmth, 
and impetuousness in her response to 
the music that is not approached by 
any of her competitors. Gieseking 


plays the music intelligently but with 
an evident lack of this special under- 
standing, Bachaus has more tech- 
nique at his command than either of 
the two mentioned above, and a 
good deal less imagination. One 
would not be surprised to learn that 
the interpretation of Joyce was pat- 
terned after that of her more famous 
countrywoman, but the results are 
on a considerably lower level. 


RHAPSODIES 


Set of three. Petri, C-Set XiSs — 
$2.50. 

I WOULD hardly be the one to accuse 
Petri of lack of rhythmic feeling, but 
that element, as applied to these 
works, is persistently understated. 
Merely as recording, the album is 
superior to any one of the disks 
listed below, and I would say that 
only the Rubinstein performance of 
the G minor was definitely prefer- 
able to the Petri interpretation of a 
parallel Rhapsody. However, this is 
eminently faint praise, for I am en- 
thusiastic about none of them. The 
separate Rhapsodies are to be found 
thus: No. I on C-70681; Nos. 2 and 
3 on C-70682. 

In B minor, opus 79 , No. 1 . Bachaus, 
r-7993— $1* 

The energy and decision of the per- 
former are usefully employed in 
this work. The recording is good. 

In G minor. Rubinstein, F- 14946 — 
$1. Bachaus, ^-7994 — ^$1, 

[**ff$$]. 


Between these two interpretations 
my preference is for the sharpness 
and brilliance of the Rubinstein ver- 
sion against the more staid, com- 
placent playing of Bachaus. How- 
ever, the purchaser should note that 
the latter’s disk includes two other 
works of Brahms which, from a 
purely economic viewpoint, enhances 
its attractions considerably. 

In E flat/ opus 119 , No, 4 , Eileen Jfoy^e, 
D-25174— $.75, P^f$$]. Murdoch, 

D-255S1— $.75* 

If one were unaware of the name 
of this work one would never sus- 
pect from either of these perform- 
ances that it was categorically 
afliliated with the rhapsodic. The 
Joyce performance is rushed and 
ill-considered, the Murdoch stodgy. 
However, since the first is better re- 
corded, it receives a reluctant en- 
dorsement 


ROMANCE 


In F, opus 118 , No. 5 . Bachaus. F-7992 — 
$1. p*f$$]. 

There is an applaudable avoidance 
of sentimentality in this perform- 


ance, but one cannot evade the feel- 
ing that there is more emotion In 
the music than the performer con- 
veys. The recording is satisfactory. 


SCHERZO 


In E flat, opus 4 . Bachaus, F-7989 — ^$1. 

The virility and force of Bachaus’s 
equipment are effectively directed by 


his splendid technique to the end of 
a well-integrated performance. The 
recording is acceptable. 
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WALTZES 


Opus 39 . Anatole Kitain, C-Set 342 — 
$3*50. Bachaus. ^-14131- 

14132— $2. 

I CAN imagine a better performance 
of these waltzes than Kitain’s, but 
it is not, in any case, Bachaus^s. The 
latter seeks to arrive at the proper 
disposition of accents purely by 


mathematical means ; and, of course, 
unsuccessfully. Kitain’s feelings are 
not always trustworthy, but they do 
convey a tangible, well-considered 
emotion. He also has abundant tech- 
nical means, and the recording is 
first-rate. 


BRUCH, MAX 


CONCERTO FOR VIOLIN AND ORCHESTRA 


No. 1 in G minor, opus 26 . Alfredo 
Campoli and an orchestra directed 
by Walter Goehr, C-Set 332 — $3.50, 
[**'‘^ff$$]. Yehudi Menuhin and the 
London Symphony directed by Sir 
Landon Ronald, F-Set 124 — $3.50. 
[^^ff$$$], 

Menuhin is the celebrity here, but 
the durable quality is to be found 
in the performance by Campoli. It is 
better recorded, and, though the 


heresy of the remark is frightening, 
actually as expert technically. More- 
over Campoli’s tone has more 
suavity and silkiness than Menuhin’s. 
It is true that he does not rise to as 
emotional a height in the slow move- 
ment, but Campoli is as responsive 
to the needs of the music as one 
could desire. Goehr does an excellent 
job of the orchestral score. 


BRUCKNER, ANTON 


ORCHESTRAL WORKS 


Overture in G minor. Sir Henry Wood 
and the Queen* s Hall Orchestra, 
D-Set 7— $2.50. P*ff$$]. 

An obscure work with little record 
of concert-hall performance in the 
United States, this overture has more 
than a little merit The recording is 
louder than it need be, and there is 
not much hall resonance, but the or- 
chestra is capable, and Wood’s con- 
ducting is acceptable enough. The 
surface sound is considerable. 

Symphony No. 4 in E flat. Karl Bohm 
and the Saxonian State Orchestra, 
F^Set 331 - 48 . 50 . 

BQhm’s conducting is responsive to 
the subtitle **Romantic,” but a little 
more subtlety would not be excessive. 
There is a powerful sweep in the 


playing and ample dynamic contrast. 
Throughout the orchestra plays well, 
with particular credit for the horn 
in the scherzo. The recording is good 
in tone quality and balance. 

Symphony No. 5 in B flat. Saxonian 
State Orchestra conducted by Karl 
Bbhm. F'Sets 770-1 — $5.50 and $4.50. 
[**^^ff$$]. 

From everything I have heard of 
Bdhm’s work he impresses me as a 
forceful, understanding intermediary 
for Bruckner’s music. According to 
the documentation, the version used 
by B6hm is the Bruckner original, 
edited (though why should that be 
necessary if it is the “original”?) by 
Robert Haas. My responsibility, in 
any case, ends with the assurance 
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that the recording is brilliance it- 
self, strong in line and clean in de- 
tail. 

Symphony No, 7 in E, Eugene Ormandy 
and the Minneapolis Orchestra, 
preset 276— $8. 

There is little fault to be found with 
Ormandy’s idiomatic treatment of 
this score, and the recording lacks 
nothing in body. However, some of 
the playing is coarse, the strings 
shrill, and the brass blatant. 

Symphony No. 9 in D minor. Siegmund 
<von Hausegger directing the Munich 


Philharmonic Orchestra. V-Set 627— 

$7.50. 

The version interpreted by Von 
Hausegger is identified here as the 
‘‘original edition,” meaning that it 
is presented as the composer wrote 
it, without significant cuts or altera- 
tions. The recording is uncommonly 
powerful, the performance impres- 
sively vigorous. Since I am not a 
Bruckner enthusiast, I will exculpate 
Von Hausseger from responsibility 
for the slight interest of the per- 
formance. 


WORKS FOR ORCHESTRA AND VOICE 


Moss in E minor. The Aachen Cathedral 
Choir {with wind instruments) con- 
ducted by Theodore B. Rehmann. 
V-Set 596— $6.50. [^*ff$$]. 

The able choir presents a musicianly, 
earnest performance of this curiously 
impressive work, largely because 
Rehmann summons a good deal of 
exaltation in his conducting. The re- 
cording is excellent. 


Te Deum Loudomus and Ttt Rex Giorioe. 
Chorus and Orchestra directed by 
F. Gatz. D- 25 I 59 -^. 7 S. i*mi 
The performance is not without 
merit, but the recording is hardly 
representative, the surface quality 
poor. 


BUSONI, FERRUCCIO 


Fantasia: In Memory of My Father. Egon 
Petri. C-691Z7 — $1. [**fff$$]. 
Busoni’s elaboration of this work by 
Bach is an interesting and provoca- 
tive example of his considerable 
musical skill. Petri’s performance is 
as sympathetic and discerning as one 
could wish. 

Albumblatt No. 3: Elegy No. 2. Petri. 
C.69761— $1. [**ff$$ 3 . 

See comment below. 

Indianisches Tagesbuch: Nos. 1, 2 , B, 


and 4. Petri. 

Beautiful piano-playing enhances 
measurably the influence of Busoni’s 
patterns. The recording is good. 
Sonatina: Ad Usum Infantts. Petri. 
^-69736—$!. [^‘^ff$$]. 

This is one of the most persuasive 
works by Busoni on records, espe- 
cially in its contemplative contra- 
puntal passages. Petri’s sensitivity 
and finesse are employed with much 
effect 


BUXTEHUDE, DIETRICH 


WORKS FOR ORGAN 


Toccata in F, Prelude and Fugue in E 
minor, Magnificat Primi Toni, two 
Chorale Preludes, and Chorale Fantosia. 
Carl IVeinricL M-Set 40— -$6.50. 
[**ff$$3. 


The music of this album m of interest 
not only because it is a first record- 
ing but also for its intrinsic quality. 
There are some remarkable anticipa- 
tions of Bachian procedures in this 




BYRD 


set, all of them admirably conveyed 
by Weinrich. He plays on the 
Praetorius organ at the Westminster 
Choir College in Princeton. It is 
very successfully recorded. 

Chaconne. Carlos Chd^ez conducting 
the Orquesta Sinfdnica de Mexico. 
i^-12340 — $1. [^*ff$$]. 

The combination of a Mexican 
modernist and a composer who 
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deeply influenced Bach would 
hardly seem a likely one, but 
Chdvez’s interest in this music is 
altogether to the listener’s advantage. 
His transcription is intelligently con- 
trived and performed with a high 
sense of style. The orchestra has its 
deflciencies, as has the recording, but 
neither is seriously distracting. 


WORKS FOR VOICE 

CANTATAS 


0 frohliche Stunden. Ethel Luening, 
soprano, njoith Joseph Reilich and 
Ralph Hersh, molins. Sterling Hun- 
kins, cello, and Ernst V. Wolff, 
harpsichord. M-1009 — ^$1.50. [*^ff$$]. 
Those who have despaired of find- 
ing new experiences to interest them 
in contemporary music might find 
the answer to their dilemma in this 
remarkable score. Luening is not a 
virtuoso soprano, but she sings intel- 

MASSES 

Missa Brevis. Motet Singers directed by 
Paul Boepple. M-Set 24 — ^$3.50. 
[^*ff$$]. 

The choir has no luxurious vocal 
attributes, but the singing is accurate, 
admirable in ensemble and emphasis. 

One may pay tribute especially to 


ligently and with thorough musician- 
ship. The instrumental accompani- 
ment is satisfactory, the recording 
efficient. 

Singet denm Herrn ein neues Lied. Ethel 
Luening, soprano, Joseph Reilich, 
violin, Sterling Hun kins, cello, and 
E. V. Wolff, harpsichord, ikf-iooS — 
$1.50. [**ff$$]. 

See entry above. 


the balance of the recording, the 
clean distinction of vocal threads. 
Though the reproduction is not so 
resonant as it might have been, it is 
conscientiously supervised. The sur- 
faces are reasonably quiet. 


BYRD, WILLIAM 


WORKS FOR HARPSICHORD 


Bells, The. Ernst V. Wolff. C-69328 — $1. 

[**ff$$]. 

Byrd^s magnificently sonorous con- 
ception is admirably realized by the 
performer. The recording is excel- 
lent. 

Lord of Salisbury, The: Pavane and Gal- 
liard. Dolmetsch Family. C-5712 — 
$.75. [^f$$]. Arranged for Viols, 
Society of Ancient Instruments. 
V-q%y^ — $1, [^*'^ff$$]. Stokowski and 
the Philadelphia Orchestra. V-iq^% 


Each of these performances has its 
virtues, but only the first is authentic 
in instrumentation and texture. The 
version by the Society of Ancient In- 
struments has its interest, though it 
is not too well reproduced. The 
Stokowski approach has more in it 
of Beverly Hills than of Salisbury, 
though it is skillfully transplanted* 
His version joins a Gigue to the 
Pavane included on the other two 
disks. 
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WORKS FOR VOICE 


Agnus Dei. St. George Singers. U-4137 — 
$.75, [*ff$$]. 

The careful, academic singing of 
this group is hardly exhilarating, but 
it fulfills conscientiously the demands 
of the music. The recording is faint, 
the amount of surface noise a con- 
stant irritation. 

I Thought That Love Had Been a Boy. 


London Madrigal Group. ^-43x6 — 
$1. [*ff$$$]. 

A FRESH and charming conceit, beau- 
tifully sung. Though the recording 
is not the most recent, it is technically 
adept. 

Justorum Animae. St. George Singers. 
U-4I37-$-75* 

See entry for ‘'Agnus Dei,” above. 


CANTELOUBE DE MALARET, MARI E-JOSEPH 


Chants d'Auvergne. Madeleine Grey, 
soprano, ‘with orchestra. U-7238-7249- 
7263 — $3* [^fff$$]. 

These little-known disks contain 
some of the most charming music 
and affecting artistry that the phono- 
graph affords. The material is drawn 
from the Auvergne, orchestrated 
with high skill and great taste by 
Canteloube. The recording is faint, 
but Grey’s voice makes its effect 


nevertheless. The collection is highly 
recommended to those with an inter- 
est in fresh musical experiences. 

Bourrde Auvergnante. Emanuel Feuer^ 
mann, cello, and Franz Rupp. 

The attractiveness of this material 
is no liability at all to Feuermann, 
who plays it with buoyant grace and 
infinite dexterity. Rupp is an admir- 
able collaborator. 


CARISSIMI, GIACOMO 


Vittorio, mio core? Charles KuUmann. 
C-4153 — $.75. [‘'‘^ff$$]. Royal Dad- 
mun. ^'-4003 — $.75. [*ff$$]. 

This familiar concert air is expertly 


sung by Kullmann, and his version 
is also better recorded than Dtd- 
mun’s. 


CARPENTER, JOHN ALDEN 


Adventures in a Perambulator. Eugene 
Ormandy and the Minneapolis Sym- 
phony Orchestra. V-Set 238 — $4.50. 
[‘^ff$$]. 

The charm and humor of this work 
is capably conveyed by Ormandy and 
his men. However, the recording is 
by no means recent, and the evi- 
dences of this are plain. 

Skyscrapers. Nathaniel Shilkret and the 
Victor Symphony Orchestra. V-Set 
130— $3.50. [^f$$]. 

Neither the orchestra nor the con- 
ductor is equal to the task of a 


definitive performance of this work. 
The recording, too, is faint and not 
well balanced. It is, however, the 
only one available. 

On a Screen^ ond The Odalisqtt© (from 
''Water Colors"); Berceuse do la Guerre. 
Mina Hager, soprano. 

$r.So. [‘^ff$$]. 

The singer has a fine understanding 
of this music, and hat lufftclent 
voice to make this knowledge effec- 
tive. Celius Dougherty Is the expert 
pianist The recording is hardly bril- 
liant, but it is acceptable. 
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Sereifiade. Gladys S^warthout, V“i6^%o — 

$ 1 . 

The needs of this song are amply 
satisfied by Swarthout The record- 
ing is good. 

When I Bring to You Colour'd Toys. 

Glenn Dar^Si'in, hass^hariione. V- 
36224— $.75. 

An attractive song, ably sung and 
well-reproduced. 


String Quartet in A minor. Gordon String 
Quartet. S- Album 4— $5. 

There are some roughnesses in this 
performance, but k is musicianly 
throughout, and generally service- 
able to the composer. The recording 
is lacking somewhat in sonority, but 
the sound is clean, the balance of 
the instruments good. 


CARILLO, JULIAN 


Preiudio a Christobal Colon. Thirteenth 
Sound Ensemble of Havana. 6^-7357 
—$.75. p*f$$]. 

The qualities of this performance 
are a little beyond discussion in the 
terms applicable to most of the music 
in this volume, for the music is 


written in quarter, eighth, and six- 
teenth tones rather than the half 
tones of conventional Western music. 
As such, it is an absorbing experi- 
ment, and capably represented in this 
recording. 


CASELLA, ALFREDO 


La Giora: Sicilian Folk Dance, General 
Dance, and Finale. Milan Symphony 
Orchestra directed by Lorenzo Mola- 
joli. C-7217 — $1. [^f$$]. 

This is hardly the most characteristic 
example of Casella’s talent that one 
could find (it was written a decade 
and a half ago), but it is the best 
that domestic catalogues offer. In ad- 
dition, the performance is more 


vigorous than discriminating, and 
the recording is lacking in resonance. 

Serenata: Tarantella. Pougnet, violin, 
Pini, cello, Kell, clarinet, Draper, 
bassoon, and Eskdale, trumpet. C- 
DBi304~$.75* P^ff$$]. 

An attractive morceau, performed 
with great skill, as the fine list of 
performers indicates. The recording 
is good. 


CHABRIER, ALEXIS EMMANUEL 


Cotillon (orchestrated by Rieti). London 
Philharmonic Orchestra directed by 
Antal Dorati. C-Set X113 — $2.50 

For this most extensive collection of 
Chabrier on disks one is indebted to 
its place in the repertory of the 
Ballet Russe de Monte Carlo. In- 
cluded are a '‘Menuct Pompcux,” the 
'‘Scherzo- Valse,” “Idylle,’' and “Danse 


Villageoise,” of which several are 
listed below in other forms. The or- 
chestration is a bit noisy, but the 
music is attractive, the conducting 
spirited, and the recording efficient. 

Danse Slave. Victor Symphony Orchestra 
directed by Rosario Bourdon. V~ 
36037— $.75. [*f$$]. 

The inconsequence of this music from 
La Roi malgri lui is hardly mitigated 
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by the routine performance and 
economical orchestra. The recording 
is undistinguished, 

Espana Rhapsody. Sir Thomas Beecham 
and the London Philharmonic Or- 
chestra, ( 7 - 7 I 25 c>«-$i.oo. 

Fiedler and the Boston **Pops'* 
Orchestra. F-4375 — $.75. [**ff$$]. 

Ossip Gabrilowitsck and the Detroit 
Symphony Orchestra, F-1337 — $.75. 
[*f$$$]. 

It is pure joy to hear Beecham’s 
treatment of this work, for it not 
only asserts again the vast versatil- 
ity of Beecham but also restores 
one’s faith in the quality of this 
work and what can be made of it. 
Beecham points every rhythmic pat- 
tern perfectly and bathes the whole 
in a glow of ruddy sunshine. The 
recording is exceptionally good, and 
the price justified by the utility of a 
twelve-inch disk over a ten-inch. I 
cannot find as much musical virtue 
in the Fiedler version, and certainly 
no exceptional quantity of Iberian 
fire. The recording is virile, the 
playing emphatic. Gabrilowitsch’s 
• effort is winning enough, but not 
incisive, and faintly reproduced, 

Marche Joyeuse. Victor Symphony Or- 
chestra conducted by Rosario Bour- 
don. 1^-3 603 7 — $.75. [*f$$]. 

This record has the virtue of singu- 
larity, if no other. The playing is 
vigorous, but the orchestra is small 
and its tone inferior. An orchestra- 
tion by Hinrichs is used. 

Bourr4e Fantasque. Emma Boynet, V- 
4418— $.75- [*’^ff$]. Selmer Mey- 


ronmtz conductings the Orchestre 
Symphonique de Paris, C- 17 108 — $1. 
[**ff$$]. 

Both of these versions are first-rate, 
and a choice will depend on one’s 
preference for the original piano 
edition or the orchestration by Mottl. 
Boynet plays a very sensitive, finely 
controlled piano, with an aptitude 
for either rhythmic emphasis or lyric 
expansiveness. The background of 
resonance for the orchestral version 
is not very live, but it is in other 
respects very satisfactory, 

Idylle. Boynet. F-4419— $ 75 - 
Dorati and the London Symphony 
Orchestra, C-69338— $1. 

The pianist plays this little frag- 
ment with great artistry and finish. 
The orchestral version is an extract 
from the ballet suite Cotillon, 
Scherzo-Valse. Robert Casadfsus, 
C-71061 — $1. [*^fff$$]. Reginald 

Ste^wart. V-X2606 — $1. [**ff$$]. 

Joseph Ss&igeti fJ-68162-- “$i. 
[**tfff$$], Dorati and the London 
Symphony Orchestra. €'“69337 — $1. 
[**ff$$]. 

The limber fluency and precision of 
Casadesus are much to ray taste in 
this music, a good deal more so 
than the sharper, more incisive 
playing of Stewart, Szigeti uses the 
version of Charles Loeffler, playing 
it with fine animation. The Rieti 
orchestral arrangement is a part of 
Cotillon, The Casadesus disk also 
includes an '‘Impromptu” by Cha- 
brier. 


CHADWICK, GEORGE W. 


Jubilee Overture. Eastman-Rochester 
Symphony Orchestra directed by 
Homard Hanson. V-i$6$6 — $r. 

i^fmn 

Though this is not one of the best- 
known American orchestras, it 
plays with excellent discipline and 
good tone quality under the vigorous 


direction of Hanson. The recording 
is excellent 

Quortet in E minor: Andante Sempfict, 
Coolidge Quartet ^“154x7 — ^$1. 

The performance is lensitive, the 

recording good. 
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CHARPENTIER, GUSTAVE 


OPERA 

LOUISE 


Excerpts. Ninon V allin, Georges Thill, 
and Andri Pernet njoith chorus and 
orchestra conducted by Eugene 
Bigot. C-Set Op.i2—$8.50. 

Though these eight double-sided 
disks contain only a portion of the 
whole opera, the abridgement at 
least has the imprimatur of the 
composer, who supervised its prep- 
aration. Its particular feature is the 
beautiful singing of Vallin, whose 
voice is singularly apt for the char- 
acter and her music. Thill also is 
better than on most recordings, 
though the timbre of his voice is not 
to my liking; and Pernet does a fine 
job as the father. The reproduction 
is very clear, and though there is 
perhaps a shade too much promi- 
nence for the voice parts, the total 
effect is admirable. 

Berceuse. Marcel Journet ^'-6785 — $1. 
[^f$$$]. 

As THE name of the singer indicates, 
the recording is by no means new; 
and his voice (which was first heard 
at the Metropolitan in 1900) is dry. 
However, there is much feeling in 
the conception, fine artistry in its 
realization. 

Depuis le jour. Grace Moore, with or- 
chestra conducted by Pelletier, 
Dorothy 

Maynor, with Ormandy conducting 
the Philadelphia Orchestra, 7-17698 
— $1, [*^ff$$]. Helen Jepson. 


7-14153 — ^$1. [**f$$]. Jeannette 
MacDonald, with orchestra led by 
Giuseppe Bamboschek. 7-15850— $1. 
[♦♦f$$]. Lucrezia Bori. 7-6561—$!. 
[♦f$$$]. 

Though three of these versions have 
appeared within little more than a 
year, none of them is as satisfactory 
a performance as the one by Vallin 
in the Columbia set (C-68489 — ^$1.). 
Maynor has the most beautiful voice 
and the finest orchestral support, but 
one doubts her identification with 
the Parisian seamstress. Moore’s 
emotion is excessive for the scope 
of the music, while Jepson performs 
with calm, cool detachment. Mac- 
Donald’s version is professional 
enough, and she has sufficient voice, 
but I am not impressed by the 
amount of sincerity she summons. 
The temper and emotion of Bori’s 
interpretation is seriously chilled by 
the frigid tone she produces, its at- 
tenuation and lack of sheen. 

Depuis longtemps j'habitois. . Edward 
Johnson, 7-9293 — ^$1. [*f$$]. 

One is aware of the technical skill 
and intelligence that distinguished 
Johnson’s singing in his prime, but 
the voice is here reproduced in its 
last stages of utility. The Thill ver- 
sion, in the Columbia album, is more 
robustly sung, and contains the pas- 
sages for Louise omitted in this 
version. 


ORCHESTRAL WORK 


A mules; Chevaux de hois, les. Jean 

Planet with women^s chorus and or- 
chestra conducted by the composer. 
C-69734— $1. [*'*'fff$$]. 

Planel’s brilliant voice and his 


splendid command of it are among 
the elements that make this a really 
choice disk. It is also very well- 
recorded. 
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CHAUSSON, ERNEST 


Symphony in P flat, opus 20 . Piero Cop^ 
fold conducting the Paris Conser<ua- 
iory Orchestra, V-Set 261 — ^$4.50. 

This is a studio recording, with no 
great richness of orchestral tone, 
but the sound is clean, satisfactorily 
balanced. Coppola conducts the score 
with a good sense of its atmosphere 
and potency, and certainly with an 
enthusiasm to refute its neglect in 
this country. 

Po^me, opus 25 . Yehudi Menuhin, 
^violin, and the Symphony Orchestra 
of Paris conducted hy Georges 
Enesco, ^-7913-4 — $2. [^^ff$$]. 
Conviction and fervor are the domi- 
nating traits of this recording, both 
elements brought into sensitive re- 
lationship to the demands of the 


score. Menuhin's tone has more 
firmness, less rasp here than on the 
generality of his recordings, and his 
inclination toward restraint are 
counteracted by the urging of Enesco 
and the orchestra. The recording is 
a little shallow in sound, but clearly 
defined. 

Le temps des lilos* Gladys Swarihout 
r-i 6779 -$i. [*^ff$$]. 

SwARTHOUT lacks the subtlety for 
such a song as this, though she has 
abundant vocal resource. The re- 
cording is good. 

Papillons. Lily Pons, F-1913 — ^$.75. 

L*imi 

A FLUENT, neat performance by 
Pons, whose effect is diminished by 
the faint reproduction of the piano. 


CHAvEZ, CARLOS 


Sinfonia India; Srnfonia de Antigona. 

Symphony Orchestra of Mexico con-> 
ducted hy the composer, ^’-12337-39 
—$3. [*^ff$$]. 

These two works are grouped to- 
gether because they are in many re- 
spects similar, and also because they 
are virtually the whole of the 
Chdvez repertory on records. Both 
are extremely absorbing — not to be 
dismissed with the faint praise of 
^'interesting” — and exemplary of the 
high results that can be achieved 
with folk material when manipu- 
lated by an artist of sound purpose 
and proper equipment. The orches- 
tra is not a virtuoso group, but it 
has ample technical equipment for 


the music, and, of course, a superior 
understanding of the style. The 
value of Chdvez’s conducting is evi- 
dent. 

Danza a Centeotl; Cancfoit Lo Paloma 
Azul; Xochipili-Maculixochitl. Carlos 
Chdvez conducting an orchestra and 
the National Music League Chorus, 
C-70333~4‘~$^». 

There is no remarkable content in 
any of these (the first is an excerpt 
from Chdvez’s ballet, Los Cuatro 
Soles) f but each has its factors of 
interest, especially the third, which 
seeks to reproduce the sound of an 
authentic Aztec group, Chiivez con- 
ducts energetically, and the record- 
ing is highly satisfactory. 


CHERUBINI, LUIGI 


Ariocrlon Overture. Mengelherg con'- dam Concertgehouno, ^-25234-5— 

ducting the orchestra of the Amster- $1,50. [*^^fff$$]. 
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Mengelberg’s performance of this 
noble work is one of the most reason- 
able examples of his art as a con- 
ductor remaining on records. There 
is virtually none of the distortion 
that mars the majority of his avail- 
able performances, only sunny, in- 
vigorating high spirits that ennoble 


the music. The recording was orig- 
inally of outstanding quality, and it 
is still satisfactory today, if one can 
tolerate the grind of these surfaces. 

Abenc^rages, les; Suspendez a Ces Murs. 
Thill C-9116— $1. [«ff$$]. 

A BRILLIANT vocal effort, strong in 
line and warmly reproduced. 


CHOPIN, FREDERIC 


CONCERTOS FOR PIANO AND ORCHESTRA 


No. 1 in E minor, opus 11. Artur Rubin- 
stein and the London Symphony Or- 
chestra. V-Set 418— $4.50. [**fff$$]. 
The savor and style of Rubinstein’s 
playing are the dominant traits of 
this recording. The reproduction of 
his tone is somewhat flat and metal- 
lic, but the orchestral strings are 
especially vivid. It can hardly be 
said that Barbirolli’s conducting is 
delicately turned. 

No. 2 in F minor, opus 21. Alfred Cortot 
and orchestra conducted by John 
Barbirolli. VSet 567 — ^$4.50. 
t^*ff$$]. Marguerite .Long and 
Baris Conservatory Orchestra di- 
rected by Gaubert. C-Set 143 — $4.50. 
[^ff$$]. 

In deference to the latest Victor 
list (which indicates that the long- 
favored Rubinstein album has now 


been withdrawn from sale), first 
preference has been given here 
to the Cortot recording. Though it is 
considerably more recent, it is not 
impressively superior to the older 
Rubinstein set. In fact, there is an 
echo in the heavier passages, which 
is definitely a distraction. Cortot 
plays the Larghetto beautifully, but 
I prefer Rubinstein’s treatment of 
the first and last movements. Thus 
I would suggest that the purchaser 
make an effort to obtain the Rubin- 
stein version, which may possibly 
still be in the hands of some dealers. 
The alternative performance by 
Long is neatly and capably played, 
but neither in virtuosity nor musi- 
cianship is it a challenge to the other 
versions. 


SONATAS FOR PIANO 


No. 2 in B flat minor, opus 35. Sergei 
Rachmaninoff, V-Set 95 — $3.50. 
[*ff$$]. Edmard Kilenyi. C-Sei 378 
--$3.50, [^^f$$]. 

Neither of these performances can 
be recommended with enthusiasm. 
Aside from the age of the Rach- 
maninoff recording (it has been on 
sale for almost a decade) it is un- 
deniable that there is as much of 
Rachmaninoff in the result as there 
is Chopin. The drama of the per- 


formance is impressive, but at times 
excessive. Kilenyi’s instrument has 
more piano quality, but his concep- 
tion of the work is immature and 
without intensity. 

No. 3 in B minor, opus 58. Alexander 
Brailov}sky. V-Set 548 — ^$3.50. 

[*^ff$$]. 

Since there is no other available 
version of this work, the purchaser 
has no latitude of choice. The re- 
cording is satisfactory enough, but 
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the playing is marked by many un- 
indicated nuances contrived more for 
the sake of pianistic “effectiveness’* 
than in obedience to the require- 


ments of the music, I can find little 
nobility in Brailowsky’s approach, 
and consequently not much exposi- 
tion of Chopin’s thought 


MISCELUNEOUS ORCHESTRAL TRANSCRIPTIONS 


Nuit Ensorcel6e, La. Louis Auhert con- 
ducting an anonymous orchestra. 
C-Set X76— $a.5o. [*£$$$]. 

This is a potpourri of the Sylphides 
type, orchestrated by the conductor 
for some unspecified occasion. In- 
cluded are the E major etude (opus 
10, No. 3), the F major valse, a 
mazurka in F minor, etc. The play- 
ing is routine, the recording undis- 
tinguished. 

Sylphides, Les. Malcolm Sargent con- 
ducting the London Philharmonic 
Orchestra. V-Set 306 — $3.50. 
[**ff$$]. Walter Goehr conducting 


the London Philharmonic Orchestra. 

C-692Sr— $1. 

Sargent has a better orchestra at his 
command than one ordinarily hears 
at ballet performances in this coun- 
try, and he plainly has prepared the 
score with care. Both the recording 
and the playing are capably 
achieved. The Goehr item, however, 
is but a synopsis of the score, lim- 
ited to a prelude, waltss, and ma- 
zurka. Moreover, the orchestration 
is not the original but one modeled 
on it by Roy Douglas. The record- 
ing is good. 


MISCELUNEOUS PIANO WORKS 

Andante spianato. See Polonaises, p. 

BALLADES 


In G minor, opus 23 ; in F major, opus 
38 ; in A fiat, opus 47 ; in F minor, opus 
52 . Alfred Cortot. V-Set 399 — $4.50 
{each ballade is also a<vailable sepa- 
rately). [**ff$$]. 

There is a slight tinge of intellectu- 
ality in Cortot’s treatment of these 
works. They can, to be sure, with- 
stand a certain amount of that, 
which is evident in the generally 
satisfactory result that the artist 
achieves; but one would prefer a 
treatment in which the passion was 
more abandoned, the emotion less 
carefully guarded- However, Cor- 
tot’s musicianship, his sincerity, and 
his taste are sturdy traits, and to- 
gether with his technical control they 


give each of the works strong utter- 
ance and firm outlines. 

No. 1 in G minor. Lion Kariun. jD-a5$69 

-$.75. 

Another example of first-rate piano- 
playing by an artist totally un- 
known in this country but wholly 
equal to the accompHshroenti of 
“international celebrity,” The re- 
cording is good, the surface poor. 

No. 3 in A flat Jean Dennery. £1-25314 
— $. 75 . imi 

Sure fingers and sensitive musician- 
ship are sturdy attributes of Dea- 
nery’s performance, though the me- 
tallic tone of the recording invali- 
dates a good deal of its eicet 


BARCAROLLE 


In F sharp mojor, opus 60 . Walter Giese- 
king. C-71026— $1. [^*f$$]. 

The manifold entries of this volume 
contain^ few less attractive perform- 
ances by a first-rank artist than this 
one by Gieselung. Despite the excep- 


tional strength of his pianistic equip- 
ment, it is put to virtually no ex- 
pressive use in this matter-of-fact, 
ungainly performance. The record- 
ing is good. 
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BERCEUSE 


In D flat, opus 57 . Alexander Brat-' 
lowsky. 7^-15382 — ^$1. 

To JUDGE from this record, Brai- 
lowsky believes not only in rubato, 


but in rubato of a rubato. It is un- 
questionably a devoted and effortful 
performance, but the end product, to 
me, is all effects and no emotion. 


tCOSSAISES 


Nos. 1 , 2 and 3 , opus 72 . Brailowsky. 
T-15382— $1. [«fff$$]. 

As LIMITED as my reaction to the 
previous Brailowsky performance 
was, so wholehearted is it to this 
one. 'I do not like the metallic tinkle 


of the treble in this recording, but 
Brailowsky’s execution is exception- 
ally crisp, pointed, and well-con- 
trolled. I know of nothing more 
creditable to Brailowsky on records. 


iTUDES 

Opus 10 , Nos. 1 - 12 . Cortot, V-Set 398 — 

$3.50. [»ff$$]. Edcward Kilenyi. 

C-Set 368— $3.50. [*^f$$]. 

Despite the superior piano tone of 
the Kilenyi version and the impres- 
sive facility of the young man, the 
sense of the music is more strongly 
projected in the performances by 
Cortot. Superficially his playing is 
not as exciting as Kilenyi’s, but one 
is conscious always of an impetus 
and motivation that are not con- 
cerned wholly with the technical 
problems of the works. 

No. 1 in C. Morix Rosenthal. jD-25268 
-$• 75 . 

There is a good deal of character in 
the playing by Rosenthal, but the 
piano reproduction is pooi*, the sur- 
face coarse. It is, however, worthy 
of a place in any collection of dis- 
tinguished piano playing. 

No. 3 in E. Ignace Raderemjshi. T-6628 
— $1. [^f$$$'I. Emil von Sauer. 

D-25260 — $.75. [*ff$]. Bid^ Say do, 
soprano. F-15448 — $1. [**f$$]. 
Conspicuous distinction of style or 
emphasis is lacking in the Paderew- 
ski performance; it is, moreover, 
dull in tone and deficient in reso- 
nance. In the middle section of the 
^tude there are some flashes of 
power to sustain the Paderewski 
legend, but one could hardly call 
this overwhelming playing. Sauer 
plays with indubitable authority, 
but his instrument is badly repro- 
duced. The Sayao performance is a 


lugubrious bit of vocalization (the 
vocal version is by Burle Marx). 
Her French is something to hear, if 
not to admire. The recording is 
good. 

No. 4 in C sharp minor. Vladimir Hor-^ 
owitz. F-14140 — $1. [^^ff$$]. 

An extraordinary bit of virtuosity, 
remarkably energetic and firmly 
rhythmic. The recording, however, 
is clangy. 

No. 5 in G flat major. Horowitz. 
^-14140—$!. [**fff$$]. Rosenthal. 

Z)-25268 — '$.75. [*ff$$]. Paderewski. 
F-i387-~$.75. 

Next to the stunning fleetness and 
power of the Plorowitz performance 
(which overshadows the companion 
piece listed above) I would place 
the Rosenthal version. However, the 
distance between them is great and 
makes one question again the tradi- 
tional superiority of the last gen- 
eration of pianists to those of this. 
Indeed, the comparison of the 
HoroWitz performance with the 
mannered one by Paderewski is an 
almost cruel revelation of the lat- 
ter’s limitations (as represented on 
this record). 

No. 7 in C. fVilhelm Bachaus. F-7270 
— $1. [**ff$$]. 

Since the deletion of V-Set 43 from 
the catalogue (which contained 
Bachaus’s version of all the Chopin 
Etudes, opera 10 and 25), this re- 
mains the sole example of his feel- 
ing for those works. The recording 



98 


A GUIDE TO RECORDED MUSIC 


is a shade blurred, but the precision in a complete, consistent edition ; it 

of Bachaus’s technique, the skill with is merely unfortunate that the piainst 

which the melodic line is inflected is not a more secure, authoritative 

are elements to command respect. one than Kilenyi. The recording 

No. 11 in E flat. Josef Lheminne, throughout is very good. 

/ 7 . 8868 — $1. [**^fff$$]. No. 1 in A flat. Cortot. r-iioi-«-$.7S. 

Lhevinne’s fabulous technique, his [*^ff$$]. 

remarkable command of piano tone The conception is poetic, the play- 

are here coupled with a musical ing fluid, the recording satisfactory, 

sensitivity that blends those me- No. 6 in G sharp minor. Lhevlnm, 
chanical attributes into an artistic F-8868 — $i. [^^fff$$]. 

whole of imposing quality. The This work not only shares the disk 

recording is favorable to the virtues with the E flat ^tude of opus lo but 

of the performance. also the high merits of that perform- 

No. 12 in C minor. Padere^ivskL F-13 87 ance, as described above, 

— $-75. [*f$$]. No. 10 in B minor. Lhemnne. F-14024 — 

Perhaps it is the weakness of the $r. [*^ff$$]. 

recording that conveys an impres- Despite the puzzling description of 

sion of little rebellion in Paderew- this work in the catalogue (where 

ski’s playing of this ^‘Revolutionary” it is referred to as “opus 25, No. 22,” 

6tude. However, the conception has indicating that the compiler has 

little compulsion. confused two sets of listings, for it 

Opus 25 . Complete Set. Edward Kilenyi. is 22 only in the complete tabulation 

C-Set 473 — $3.50. [**ff$$]. of Chopin’s Etudes but Ko. Xo of 

My reasonable admiration for opus 25), it is really the B minor, 

Kilenyi does not extend to the point played with Lhevinne’s familiar 

of considering him a paragon for smoothness and accuracy, 
such a series of taxing pieces as No. 11 in A minor. Lhemnnc. ^’'-8868— 
these. His octave study is powerfully $1. [‘'‘*f$$]. 

articulated, but with ponderous It is an unusually suave and well- 

emphasis, whereas the A flat 6tude modulated gale that Lhevinne 

does not duplicate the imaginative creates, but hardly the “Winter 

results achieved by Cortot. It can- Wind” of the title. According to his 

not be denied, however, that there conception, however, it is brilliantly 

is a virtue in having these studies accomplished. 

FANTAISIE-IMPROMPTU 

In C sharp minor, opus 66 . CorUU ing. Even were this not $0, I wouM 

F-8239— $1, [**ff$$]. Harold Bauer. prefer the sensitively forceful play- 

^"-6546 — ^$1. [*ff$$$]. Emil von ing of Cortot, his feat of blending a 

Sauer. ^-25110 — $.75. [*f$]. warm strain of feeling with a 

Cortot and Bauer both project a de- minimum of sentimentality. The 

fensible estimate of this work, but harshness of Sauer’s tone does not 

the Bauer recording is more than appeal to me, nor do I like the 

fifteen years old and dates from the muscularity of his passage playing* 

earliest period of electrical record- 

FANTASY 

In F minor, opus 49 . Cortot. ^-8250-1—- playing of this work, one of the 

$2. [**fff$$]. most formidable in the Chopin litert- 

The right of Cortot to be considered ture* One may take issue slightly 

among the e8ti*nable interpreters of with his composure in the early por- 

the day is more than sustained by his tions of the work, but this serves as 
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an excellent foil to the power he There is good depth and resonance 
develops as the conception expands. in the recording. 


IMPROMPTUS 


No. I in A flot^ opus 29; No. 2 in F 
sharp major, opus 36; No. 3 in G flat, 
opus 51. Cortot — ^$2. 

Refinement of style and strength of 
feeling are nicely balanced in these 
performances. It will be noted that 
the two disks also include the Fan- 
taisie-Impromptu, an intelligent ar- 
rangement that adds to the attrac- 
tiveness of the two records. The 
recording is excellent. 


No. 2 in F sharp major, opus 36. Iffnaz 
Friedman, C-69018 — $1. [^f$$]. 

The style of this playing belongs to 
an era now fortunately behind us, 
in which the ‘‘gesture of passion’’ 
was more prominent than true emo- 
tion itself. Technically it is secure 
enough. However, the tone of the 
reproduction is flabby, without suffi- 
cient definition. 


MAZURKAS 


Collected Issues. Nineteen Mazurkas; 
opus 6, Nos. 1, 2, 3, 4; opus 7, Nos. 1, 
2, 3, 4, 5; opus 17, Nos. 1, 2, 3, 4; 
opus 24, Nos. 1, 2; opus 30, Nos. 1, 3; 
opus 41, Nos. 2, 4. Artur Rubin- 
stein. V-Set 626— -$5.50. [*^*fff$$]. 
Fifteen Mazurkas; opus 24, No. 4; opus 
30, No. 4; opus 33, Nos. 2, 3, 4; opus 
41, Nos. 1, 3; opus 50, Nos. 1, 2, 3; 
opus 56, No. 1; opus- 63, Nos. 1, 2, 3; 
opus 68, No. 4. Rubinstein. V-Set 656 
— $5-50. [*‘^^fff$$]. Sixteen Ma- 

zurkas; opus 30, No. 2; opus 33, No, 
1; opus 56, Nos. 2, 3; opus 59, Nos. 1, 
2, 3; opus 67, Nos. 1, 2, 3, 4; opus 68, 
Nos. 1, 2, 3; A minor; A minor ("Notre 
Temps"). Rubinstein. V-Set 691 — 
$4.50. [*^fff$$]. Twelve Mazurkos; 
opus 7, Nos. 1, 2, 3; opus 23, No. 4; 
opus 24, No, 4; opus 33, No. 2; opus 
41, No, 1; opus 50, No. 2; opus 63, 
No, 3; opus 67, Nos. 3, 4; opus 68, 
No. 2. Ignaz Friedman, C-Set 159 — 
$4.50. [^‘^ff$$ 3 . 

The performances of these two art- 
ists represent divergent points of 
view and hence are scarcely com- 
parable. The three Rubinstein al- 
bums total to forty-six of the forty- 
nine mazurkas with opus numbers as 
well as several of those without. It 
should be noted that the listing of 
the mazurkas in the three albums 
has been correlated to permit the 
record buyer to judge the value of 


their contents, though Rubinstein, in 
each case, has devised an order of 
his own, for contrast and effective- 
ness. They can be recommended 
without qualification, for the pianist’s 
rhythmic flair, his finely cultivated 
sense of phrasing and contrast make 
of this music not merely inspired 
dance pieces, but evocative vignettes 
of drama and poetry. The recording 
of the three volumes is splendid. 
The Friedman album is a compila- 
tion of the most familiar dances by 
Chopin in this form, and as such can 
be commended as a representative 
collection if in no sense the definitive 
undertaking that Rubinstein’s is. 
Friedman plays the music with au- 
thentic emphasis, but his straining 
for charm is occasionally an irrita- 
tion. His piano is fairly well-repro- 
duced, though full chords tend to 
have a harplike sound. 

In A minor, opus 7, No. 2. Fd^ward 
Kilenyi, ^-69671 — $1. [^*f$$]. Leo- 
pold Stokowski and the Philadelphia 
Orchestra, V-iZsS — $-75* [***P$$]. 
Kilenyi’s skill as a pianist is plainly 
evident in this recording, but there 
is little savor in the treatment of the 
music, not much more than super- 
ficial response to its fervor. How- 
ever, the distortion of this element 
in the Stokowski performance, to- 
gether with the absurdly furious in- 
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strumentation, are even more repre- 
hensible. The magnificence of the 
recording is wholly arousing if one 
can separate the patterns from their 
Chopinesque meaning. 

In F minor^ opus 7, No. 3. Horowitz, 
F-i654-$.75- 

This is not the most poetic Horowitz 
(it is six years old, and thus ante- 
dates his long absence and subse- 
quent return to public activity), but 
the finesse of the playing is incon- 
testable. 

In opus 33, No. 2. Paderewski. 
^-1541 — $.75. [^*ff$$]. RosenthaL 

F-I9SI— $.75. 

The individuality of PaderewskPs 
conception may be extreme for some 
tastes, but its defense may be found 
in the uniformity of every element 
— phrasing, tone, and dynamics (the 
latter sometimes erratic). Rosenthal 
presents a more delicate estimate 
of the piece, which is marred by 
constant breath-pauses, sudden 
swells, and fadings. 

In B minor, opus 33, No. 4. Friedman. 
C-7141 — $1. [^^fff$]. RosenthaL 

^-14298—$!. P^ff$$]. 

Apparently this is a mazurka for 
which Friedman has a particular 
fondness, and, moreover, especial 
understanding, for it is the most 
estimable playing by him on rec- 
ords. The Rosenthal version is also 
of superior quality, but it is short of 
the truly choice results that Fried- 
man achieves. 

In A fiat, opus 50, No. 2. RosenthaL 
^-14298—$!. [*f$$]. 

There is a bit too much of lingering 
caress in this performance, and the 
recording is also less good than 
others of this same series by Rosen- 
thaL 

In C shorp minor, opus 50, No. 3. Hor^ 

owitz. i^-14140 — ^$1. [**ff$$]. 

Power, emphasis, accentuation arc 
the essence of this performance— all 
of them magnificently controlled. 
However, the volume level of your 


machine will need some adjustment, 
as the piano is a trifle faint 

In A flat, opus 59, No. 2. Paderewski. 

There is a great burst of spirit in 
the pianist’s treatment of this music, 
though some may consider it merely 
heavy-handed. It is, in any case, 
highly representative of the per- 
former. 

In F sharp minor, opus 59, No, 3. Simon 
Barer. F-14263— $t. [♦*!£$$]. Mar- 
guerite Longr. C-67803— $1, [^ff$$]. 
Barer is more concerned with pian- 
istic than with musical values, but 
there is a full measure of the quali- 
ties to which he devotes himself. 
Long’s pfaying has more of the sub- 
jective elements of the music, but 
the performance is poorly recorded, 

in B major, opus 63, No. 1. RosenthaL 
r-i95i-$.75. 

Here the art of Rosenthal is syn- 
thesized in a performance of extraor- 
dinary deftness and delicacy. It is 
only proper to continue the allitera- 
tion by saying that the results are 
wholly delightful. 

In C sharp minor, opus 63, No, 3, Itoro* 
witz. — $.75. Pade- 
rewski $1. [^ff$$]. t)e 

Pachmann. 7^-6879 — $1, 

RosenthaL D-25875-^.75. 

Even amidst the competition of per- 
formances by three such specialists in 
this genre as Paderewski, De Pach- 
mann, and Rosenthal, I find the 
playing of Horowitz more satisfying 
to ray taste. As for the others, I 
should not even undertake to make a 
choice, for the individuality of each 
is as important in the results as the 
music itself. The recordings are all a 
decade or more old. 

In A minor, opus 67, No, 4* Di Pach- 
mann. ^*6879—$*. [*££$$]♦ 

This is a poor recording, but the 
playing is exquisitely turned. A com- 
plete collection of piano disks should 
include at least one by De Pach- 
mann, and this is a prime candidate 
for the honor. 
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NOCTURNES 


Collected Issues. Ten Nocturnes: opus 9, 
Nos. 1, 2, 3; opus 15, Nos. 1, 2, 3; 
opus 27^ Nos. 1, 2; opus 37, Nos. 1, 2. 
Artur Rubinstein. V-Set 461 — $6.50. 

Nine Nocturnes: opus 32, 
Nos. 1, 2; opus 48, Nos. 1, 2; opus 55, 
Nos. 1, 2; opus 62, Nos. 1, 2; opus 72, 
No. 1. Rubinstein. V-Set 462 — $5.50. 

Twelve Nocturnes: opus 9, 
Nos. 1, 2; opus 15, Nos. 1, 2; opus 27, 
Nos. 1, 2; opus 32, No. 1; opus 37, 
Nos. 1, 2; opus 48, No. 2; opus 55, 
No. 1; opus 72, No. 1. Leopold 
Godowsky. C-Set 112 — ^$7.50. [^ff$$]. 
The distinctions between these two 
editions are much the same as those 
detailed in the discussion of the 
Mazurkas played by Rubinstein. 
However, Rubinstein’s accomplish- 
ment in this complete exposition of 
the catalogue of Nocturnes is an 
even more imposing one, for the dis- 
tortions of pace and phrasing that 
have become attached to these works 
under the cloak of “tradition” are 
not matched in any other phase of 
musical literature, unless it be in the 
Waltzes of this same composer. 
These Rubinstein manages to evade 
almost entirely, choosing, with great 
intelligence, a middle way between 
sentimentality and objectivity. This 
boon is additional to the infinite 
niceties of his technical manipula- 
tion, in which are to be found a re- 
markable range of colors and great 
sense in the use of pedal. The re- 
cording, moreover, is as good as the 
phonograph has yet achieved of the 
piano. Included in the Godowsky 
collection are most of the nocturnes 
that are prime favorites with concert 
pianists, plus several that apparently 
enjoy that status with Godowsky, to 
the gain of his listeners. This is an 
excellent example of traditional 
Chopin interpretation, a little too 
fragrant with lavender for my satis- 
faction. Also, while the recording is 
reasonably good, the surfaces are ex- 
ceedingly noisy and coarse. 


In E flat, opus 9, No. 2. Padere^wsku 
F-7416— $1. [^fff$$]. Rosenthal. V- 
14297—$!. Rachmaninoff. 

F-.6731— $1. Pablo Casals, 

cello. ^-6589—$!. [*ff$$]. Feuer- 
mann, cello. jD-25747 — $.75. [^fff$]. 
Virtually every shade of interpreta- 
tive inclination is represented in 
this group of records. Among them 
I direct particular attention to the 
Paderewski, which is a vivid re- 
production of his massive tone and 
exceptionally personal style. This is 
so despite the fact that the recording, 
per se, is only fair. However, the 
climax that he achieves is well worth 
the study of any pianist, student or 
master. Rosenthal’s record is the 
most recent of these, and hence the 
best in sheer physical sound. The 
elegance and fastidiousness of his 
playing are abundantly present. 
Rachmaninoff’s treatment is the most 
restrained of the three, sharply in- 
tellectual and almost objective. The 
recording is more metallic than that 
being done now. Of the two cello 
performances, the Feuermann is a 
more recent recording. The Casals 
disk is a beautiful instance of his 
artistry for those who are partial 
to it. 

In F sharp, opus 15,* No. 2. Paderewski. 
V-e%2S—%i- [«^ff$$$]. Myra Hess. 

C-DB1232— $. 75 . [**f$$3. 

Extreme surface noise and zither- 
like reproduction of the piano do not 
wholly conceal Paderewski’s range 
of effects, the plasticity of his phras- 
ing. The Hess performance is very 
much better recorded, but the play- 
ing is a trifle pallid. 

In C sharp minor, opus 27,. No. 1. Mur^ 

y dock. D-zsjz^ — $.75. [*f$]. 

A STRAIGHTFORWARD, sensitive per- 
formance, much marred by dull re- 
cording and surface sound. 

In D flat, opus 27, No. 2. Rosenthal. 
r-i4397~$i. p*ff$$]. 

The eccentricities of tempo are a 
little extreme even for such music 
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as this, in which almost any liberty 
is condoned by ^^tradition.” This is 
especially noticeable in the per- 
former^s treatment of embellishing 
figures and passages. 

In E flat, opus 55, No. 2. I^naz Fried- 
man, C- 6 901 8 — $1. [**ff$$]. 
Friedman’s excellent control is more 
arresting here than his conception of 
the work, which is in every respect 
middle-of-the-road. However, it is 
projected with fine ease. 

In E minor, opus 12, No. 1. De Fachmann, 
r-6879— $1. [*ff$$$]. 

The recording is decidedly faint, 


but the player’s artistry is impres- 
sively evident nevertheless. 

In C sharp minor (no opus number). 
Nathan Mil steins violin, U-6H480 — 
$ 1 . [^*ff$$]. Gregor Piatigorsky, 
cello, [**ff$$]. 

These transcriptions (each made by 
the performer) are included because 
the material is unfamiliar to most 
music lovers. It is a lesser instance 
of Chopin’s genius and was not pub- 
lished until many years after his 
death. Both performances are excel- 
lent. 


POLONAISES 


Nos. 1 to 1 , and the Andante Spianato 
and Grande Polonaise in E flat, opus 
22. Rubinstein, V-Set 353 — $8.50. 
[**ff$$]. 

Rubinstein’s power, the range of 
his pianistic gamut, are especially 
appropriate to these works. More- 
over, there is evident in his playing 
a passionate conviction in their 
challenging spirit, in the national 
consciousness they synthesize and en- 
noble. Purely from a technical stand- 
point the playing is as close to flaw- 
less as one man with ten fingers can 
achieve, and the engineers have 
matched the quality of his perform- 
ance with recording of splendid 
vibrancy and fidelity. 

No. 2, in E flat minor, opus 26, No. 2. 
Paderevoshi. — $.75. [*ff$]. 

Although this is as much worth the 
higher price as the other Paderewski 
items in the Victor catalogue (which 
is also to say that they are no more 
worth that charge than this one), its 
inclusion in the new Black Label 
series is a particular service to the 
record collector. The bardic char- 
acter of the music is nobly under- 


stood by the artist and affectingly 
presented, despite blurred runs and 
accentuation of difficulties. 

No 3 in A flat ("Military'^, opus 40, 
No. 1. Arthur Fiedler conducting the 
Boston Fops** Orchestra, /^-iX 947 -— 
$1. [***fff$$]. 

Despite my prejudice against tran- 
scriptions and arrangements, I con- 
fess to a genuine enthusiasm for this 
specimen of the genre. Partially 
this can be credited to the imagina- 
tive orchestration by Glazounow, 
but there is also inspiration in the 
rhythmically vital performance and 
vibrant sonority in the robu.st record- 
ing. 

No. 6 , in A flat, opus 53. FadenwskL 
^- 14974 -$^ 

A LATE example of Paderewski’s art, 
this is not to be confused with those 
of a dozen or so years ago, when he 
was able to muster a representative 
performance. This disk is better re- 
corded than any of those, but the 
unwilling fingers are palpably un- 
equal to the urging of the still 
vigorous spirit 


FRILUDES 


Nos. 1 to 24. Alfred Cortot, F-Set 282 — 
$4.50. [*ff$$]. 

Without imparting to any of these 
miniatures the final touch of au- 
thenticity, Cortot does draw singu- 


larly well the distinction between 
them. The technical requirements 
are honestly met, the particular 
problem of each solidly resolved* 
This is less than an irresistible 
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issue, however, for the recording 
lacks resonance and the tone is 
clangy. 

Nos. 3 , 6 , and 7 . Rosenthal. ^-14300 — 

$1. 

Deftness and finesse are beautifully 
blended in Rosenthal’s playing of 
these preludes. They are the most 
characteristic example of his highly 
personal style that exists on records. 
No. 15 (''Raindrop"). Paderetmski. V- 
6847 — ^$1* [^f$$]. 

A CURIOUSLY undistinguished per- 
formance, in which the tinkly re- 
cording reduces still further the 
minimum expressiveness of the play- 
ing. 

No. 16 . Lhevinne. P’-i4024— 

[^^^ff$$]. 

One can almost hear the burst of 
applause that would follow this per- 
formance in the concert hall, for it 
is powered by the virtuosity that 
has many times excited Lhevinne’s 
public. Also there is good taste in 
the playing and high skill in the re- 
production of it. 

No, 17 , Paderevu>skL F-6847 — $1. 
[^fff$$]. Lhemnne. F- 14024 — ^$1. 

In striking contrast to prelude No. 
15, which shares this disk, the great 
Paderewski of legend is truly evident 


in this magical performance. The 
coda in particular, with its organ 
point A, is completely imagined and 
recreated. Lhevinne also does a 
first-rate performance (which is 
more powerfully reproduced), but it 
has not quite the poetry of Pade- 
rewski’s. 

No. 23 . JV alter Gieseking. (7-17079 — 

$.75. r*ff$]. 

A VERY warm, very melting and 
charming thing emerges from Giese- 
king’s piano, but it has little to do 
with Chopin’s conception. It is, how- 
ever, a brilliant instance of the 
sounds this artist can evoke from 
the instrument. The recording is 
excellent. 

No. 24 . Leopold Stokonjoski and the 
Philadelphia Orchestra. F-1998 — 
$.75. [^**f$$]. 

If one could transmute molten lava 
into sound, the result, one suspects, 
would be indistinguishable from the 
effects to be heard on this record. 
Roaring trombones and churning 
strings set up a tempest of vibra- 
tions that certainly astound the ears, 
but the pleasure to be experienced 
is remote from that contained in the 
Chopin prelude which it purports to 
represent. The recording is extremely 
potent. 


RONDOS 


In C, opus 73, for two pianos. Bartlett 
and Robertson, pianos. C-71190— $1. 
[^*^ff$$]. K. U. Schnabel and 
Leonard Shure.V->ii$t 6 — $ i . [**f f $$] . 
Bartlett and Robertson have as 
much pianistic power at their dis- 
posal as Schnabel and Shure, and 
infinitely more graciousness of spirit 
and deftness of execution. Thus, 


what reaches the ear as natural- 
ness and relevance in the Bartlett 
and Robertson performance sounds 
strained and affected in the playing 
of Schnabel and Shure. There is 
little to choose between the recorded 
quality of the two versions, for they 
are both good. 


SCHERZI 


Nos. 1 to 4. Artur Rubinstein. V~Set 
189 — $4.50. [*^fff$$]. 

The pianist’s formidable technical 
powers together with his superior 
conception of the works produce an 
album that is replete with admirable 


qualities. One has the feeling that 
Rubinstein is confident that the lis- 
tener is conversant with his technical 
ability and thus is content to con- 
centrate on the musical elements of 
the works without irrelevant finger- 
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flourishing. The recording is half- 
a-dozen years old but still satis- 
factory. 

No. 3, in C sharp minor, opus 39. Simon 
Barer* F-14.^26 — $1. 

Levit%kL 1^^-7604 — $1. 

Barer achieves some exciting effects 
with his big technique in this work, 
but there is little internal strength 
to support the imposing structure 
that he rears. The recording is first- 
rate. There is a better balance of 
qualities in the Levitzki performance, 
but this is not unrelated to the lesser 


brilliance of his technique. In any 
case the musical values he realizes 
are hardly sufficient to offset the 
dazzling facility of Barer. 

No. 4 in E, opus 54, Horomtz* 1^-14634 

—$1. [^^*ff$$]. 

The even-fingered magic of Horo- 
witz’s playing is even more impres- 
sive piano performance than the 
comparable scherzo in the Rubin- 
stein album. The recording is also 
a shade more sonorous and veri- 
table. 


TARANTELLE 


In A flat, opus 43. Cortot. F -8351 — ^$ 1 . 
[^ff$$]. 

Those who accept the author’s in- 
dorsement of the F minor Fantasy 
as played by Cortot will find this 
automatically included with that 


work, for it occupies the fourth side 
of the two disks. It is a thoroughly 
commendable performance in any 
case, both spirited and musicianly. 
The piano tone is a little hard. 


WALTZES 


Nos. 1 to 14. Alfred Cortot. V-Sef soo — 
$6.50. [*^ff$$]. Edward Kilenyu 

C-Set 390— $5.50. 

Neither of these albums conforms to 
ray impression of what a satisfying 
treatment of this music should be. 
Cortot’s stop-and-go pianism, his 
fondness for imposing little devia- 
tions of tempo and phrasing on the 
music are a constant annoyance. The 
general sound is plausibly graceful, 
but the mechanical alterations of 
pace, which convey no aura of con- 
viction, are apt to be difficult to live 
with. There is little intoxication, for 
example, in such a waltz as the C 
sharp minor, opus 64. Kilenyi’s ver- 
sion, on the other hand, might be de- 
scribed as an imitation of Cortot’s 
imitation of the waltz spirit. His 
playing is extremely facile and fre- 
quently well-sounding, but his ritards 
and accelerandos do not have even 
the logical pattern that Cortot main- 
tains. They are sometimes appro- 
priate, and as often out of place; and 
frequently omitted completely when 
most urgently necessary. In the more 
subjective waltzes, such as the 


great A flat, Kilenyi’s whole ap- 
proach is raw and unseasoned, lack- 
ing the lift and buoyancy the music 
demands. The recording is excellent, 
the piano tone faithfully suggested. 
In E flat, opus 18. Robert Golds and. £)- 
33191 — ^$.75. [^*ff$$]. Fader emski. 

r-6877— $1. 

Paderewski vs. Goldsand may seem 
an unfair competition, but it is the 
latter who has all the advantage. 
His treatment is not so brilliant ai 
Paderewski’s, but also a good deal 
less erratic. Since the Goldsand per- 
formance is a far better reproduc- 
tion, the choice is not a difficult one. 
In A flat, opus 34, No. 1. Rudolph OattM, 
^*-7390— $1. [^f$$3. 

This recording is now ten years old, 
a fact that is not belied by the 
sounds that issue from the loud- 
speaker. The playing is energetic 
and well-controlled, but there are 
few distinctions of phrasing or 
dynamics* 

In A flat, opus 42. Rosmthat* F- 14399 "— 

$1. 

A VERY twinkly, deft performance, 
in which the rhythm is appropriately 
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emphasized, the beat maintained re- 
gardless of momentary alterations 
in the melodic line. The recording is 
satisfactory. ' 

In D flat, opus 64 , No. 1 . Goldsand. D- 
23193 — $.75. [**ff$$]. Giesektng. 

C-17079 — $.75. [^^ff$$]. Bachaus, 

/7-7270 — $1. 

Between the pearly, finger-conscious 
smoothness of Gieseking and the 
methodical charm of Bachaus, my 
preference is for the Goldsand ver- 
sion. Purely as piano playing it is 
not as exceptional as the Gieseking, 
but it has more life and animation, a 
stronger suggestion of dance feeling 
than either competitor. 

In C sharp minor, opus 64 , No. 2 . Rubin- 
stein, ^-7407 — ^$1. [*^fff$$]. Rosen- 
thal i?"-i4299-~$i. [^^ff$$]. Go/^- 
ja/ri. jD-23193 — $.75. [*^ff$$]. Cortot, 
V-xtoi — $.75. [^ff$$]. Rachmaninoff. 
^-1245 — $-75* Rosenthal D- 

25121-— $.75. [*ff$$]. 

Though several of these recordings 
are newer than the Rubinstein, he is 
entitled to the accolade here, for a 
performance that is pleasantly free 
of nonsense, though in no way in- 
sensitive. The finesse of Rosenthal 
cannot be denied, but neither can his 
mannerisms. The cheaper version is, 
of course, much inferior in repro- 
duction. All the pressings of the 
Goldsand performance I have heard 
are distorted by bad blasting, 
marring what is otherwise an esti- 
mable accomplishment. Cortofs bla- 
tant tone and the unendurable scratch 
of the surface are hardly the proper 
setting for his neatly calculated per- 
formance. For a special kind of 
musical entertainment, I recommend 
the Rachmaninoff, a psychoanalysis 
of the emotions and impulses that 
underlie the work. It is an extremely 
clever bit of musical autopsy, though 
scarcely to be regarded as a legiti- 
mate playing of the waltz itself. 

In A flat, opus 64 , No. 3 . Rachmaninoff. 

r-1245-4.75. 


The sternness and intensity of Rach- 
maninoff have a more valid place in 
this than in the preceding waltz, 
and the discipline of his fingers is re- 
sponsible for some commanding ef- 
fects in the trio. I doubt, however, 
that anyone will be impelled to dance 
by this performance. The recording 
is fair. 

In E minor, opus 69 , No. 1 . Goldsand. D- 
23192— $.75. [*^ff$$]. 

Goldsand’s lack of ostentation, his 
warmly tinted tone are all to the 
advantage of this work. Note par- 
ticularly the sound rhythmic em- 
phasis of his playing. 

In B minor, opus 69 , No. 2 . Albert Spald- 
ing, violin. V-ijo'i — ^$.75. [**f$$]. 
Spalding is both a responsible 
musician and a plausible violinist in 
this performance, but I see no justi- 
fication for recommending a tran- 
scription of Chopin. 

In G flat, opus 70 , No. 1 . Goldsand. 
75-23193 — $.75. [*^ff$$]. Myrtle 

Eaver. r-22153 — ^$.50. [■*f$$]. 

The competitive version listed above 
is merely nominal, for one has to 
search Victor’s educational list to 
find it — and the ‘‘educational” value 
is slight indeed. Goldsand’s con- 
scientious sensitivity, his valuable 
musicality are well reproduced. 

In E minor, posthumous. Goldsand. D- 
23192 — $.75. [**ff$$]. Rachmaninoff. 
r-t492 — $.75, [*f$$]. Rosenthal D- 
25121— $.75. t*f$$]. 

Whereas his celebrated contem- 
poraries devote their principal ef- 
fort to making the waltz sound like 
something else than itself, Goldsand 
realizes that the performance of 
Chopin’s patterns is sufficient task 
in itself — and succeeds substantially 
in his effort. Dash and animation 
are copiously present in the Rach- 
maninoff reading, not always in 
reasonable proportions, and the sur- 
face of his disk is unspeakably bad. 
Rosenthal coquets incessantly with 
the tempo, to no useful end. 
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WORKS FOR PIANO AND VIOLONCELLO 


Polonaise Brillonte, opus 3. Emanuel 
Feuermann, cello, and Franz Rupp, 
piano. V-tjSio — $i. 

To MUSIC lovers as well as students 
of Chopin this work is commended, 
particularly as performed with in- 
imitable gusto and art by those two 
doughty collaborators, Feuermann 


and Rupp. The arrangement is 
credited to Feuermann, and he plays 
it with magnificent tonal breadth, a 
stirring rhythmic bite in the polo- 
naise theme. As for vigor, only a 
Feuermann could exceed the amount 
that Rupp pours into his playing. 
The recording is superb. 


CILEA, FRANCESCO 


OPERAS 


UARLESIANA 


Esser madre h un inferno. Claudia Muzio 
nvitk orchestra conducted hy Lorenzo 
MolajolL U-9108— $1. [*ff$$]. 

The warmth of Muzio’s voice, her 
deep strain of feeling are beauti- 
fully represented in this record, 
which is otherwise of no remarkable 
interest The recording is accept- 
able. 

Lamento di Federico. Beniamino Gi^lL 
r-14312— $1. [**ff$$]. Richard 

Crooks. r-i5544~-$i. [**ff$$], Gal- 
liano Masini. U-9151 — $1. [**f$$]. 


Crooks’ performance of this favor- 
ite tenor air is better recorded than 
Gigli’s, but the latter’s voice-quality 
is preferable in music of this type. 
Masini exceeds the reasonable quota 
of sob in his singing and also does 
a deal of slurring. 

Rocconto del pastore. Mario Basiola, C- 
69602—$!. [’^f$$]. 

Conventional singing by a per- 
former of generally conventional en- 
dowments. The recording is fair. 


ADRIANA LECOUVREUR 

Poveri fiori, Muzio. (7-4134 — $1. [*ff$$]. is attested again in this disk, which 

Muzio’s fondness for Cilia’s music is beautifully sung. 


CIMAROSA, DOMENICO 


Matrimonio segreto, il: Overture. Milan 
Symphony Orchestra conducted by 
Lorenzo MolajolL U-7194 — ^$1. 
[^ff$$]. 

There is eminent spirit and life in 
this performance, though the dullness 
of the recording is no boon. How- 
ever, the music i^ a joy to hear, the 
performance worthy of it 
Sonata in A. Lulio Martinez Oyan- 

COPLAND, 


Saldn Mexico, el. Koussevitzky and the 
Boston Symphony Orchestra. V-Set 
546— $2.50. [«**fff$$]. 


ffuren, guitar. C-v^tiZ — $.75. 
[*»ff$$]. 

The origin of this work is not indi- 
cated on the disk, but it is rery 
likely one of a series of harpsichord 
sonatas. It is, in any case, thor- 
oughly suitable for the purpose to 
which it 18 put by the capable Oyan- 
guren. The recording is i atisfactory. 


AARON 


The vitality and fantasy of this 
work are superbly served by the 
virtuoso performance of the orches- 
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tra, impelled by Koussevitzky’s own 
considerable imagination. The re- 
cording is also uncommonly good. 

Music for the Theater. Howard Hanson 
conducting the Eastman-Ro Chester 
Orchestra, V-Set 744 — $3.50. 

The wit and vigor of Copland’s 
writing here are given potent life 
by Hanson’s incisive, well-controlled 
performance. Among other things 
this is a substantial tribute to the 
quality of Hanson’s excellent or- 
chestra, and, incidentally, to the 
animation of his conducting talent. 
The recording is first-rate. 

Nocturne: Two Pieces for Violin and 

Piano. Jacques Gordon, violin, and 
Aaron Copland, piano, C-683ZI — $1. 
[^^ff$$]. 

This is hardly the best Copland 
available, but those who are inter- 
ested in his works will find it auto- 
matically included in their collec- 
tion, as it is the fourth side of the 


two disks devoted to the Variations 
for Piano (see below). 

Two Pieces for String Quartet. Dorian 
Quartet. ^-70092—$!. [^^ff$$]. 
These are both early Copland, the 
newest of them a dozen years old. 
The performances are capable, and 
well-recorded. 

Variations for Piano. Played hy the 
composer. C-Sef X48 — $2.50. [*ff$$]. 
This astringent, assertive work is 
punched out, rather than played, by 
the composer, who may be pre- 
sumed to know how he wants his 
music to sound. The dryness and 
force of his playing are well-served 
by the recording, which, for another 
type of performance, would be ex- 
cessively dry. 

Vocalise. Ethel Luening, soprano, and 
the composer at the piano, HMQ- 
574 -$ 2 . [*^ff$$]. 

The surface of this disk is noisy, 
but the recording is clean, the per- 
formance admirable. 


CORELLI, ARCANGELO 


ORCHESTRAL WORKS 


Concerto grosso in G minor, opus 6, No. 

8. Bruno Walter and the London 
Symphony Orchestra. V-Set 600 — 
$2.50. [^**ff$$]. Frieder Weiss-- 

mann and unidentified orchestra, 
jD-253a9-25330— $1.50. [*ff$$]. 
Those who have encountered this 
work on its infrequent appearances 
in the concert hall have excellent 
reason to remeifiber it as the 
^‘Christmas” concerto. Its serene 
beauty and charming expressiveness 
are thoroughly explored in both 
performances, though the Walter 
version is much better recorded, the 
musicians at his disposal more 
skillful. However, Weissmann turns 
his phrases neatly, and the tempos 
are sensitively selected. At the price 
it is an excellent investment. 

Concerto grosso in B flat, opus 6, No. 11. 


Arthur FiedleVs Sinfonietta. V-xzS^J 
--$1. [*^ff$$]. 

Fiedler responds to the grave no- 
bility of this music with an ample 
energy, fertilized by a deep sensi- 
tivity to its sturdy eloquence, its 
architectural logic. His string group 
performs with superb tonal distinc- 
tion (the resemblance to the sound 
of the Boston Symphony is not with- 
out cause) and the recording is 
splendid. 

Suite in E. F. Arhos and* the Madrid 
Symphony Orchestra, C-68811 — ^$1. 

[^ff$$]. 

Though this recording has hardly 
the technical brilliance to compare 
with those of contemporary produc- 
tion, it is sufficiently clear to convey 
the rightness and zest of Arbos’ 
musical feeling, the excellence of 
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the material. Whether this Sara- 
bande, Gigue, and Badinerie were 
originally grouped by the composer 
or were arranged in this order by 
an editor is not indicated, but the 
justice of the association is evident. 

Adagio from Sonoto, opus 5 , No. 5 . 
Howard Barlow and the Columbia 
Broadcasting Symphony Orchestra, 


The disposition of the parts by ar- 
ranger Filippi is considerate, the 
conducting by Barlow straightfor- 
ward. The amount of hall resonance 
is somewhat excessive, but the total 
effect of the performance is com- 
mendable. 


WORKS FOR VIOLIN AND PIANO 


La folia. Sziffcti and Andor Far has, 
piano. C’'Set X202 — $2.50. [*’'^fff$$]. 
Bratxa, molin, and Frederic Jack- 
son, harpsichord, (7-DB501 — ^$.75, 
t**ff$$]. 

SziGETi’s feeling for the ultimate ac- 
cent, the inescapably just phrasing 
makes a truly exciting experience of 
this performance (he uses the ver- 
sion of Hubert Leonard, which is not, 
as the notes suggest, ^'the most 
popular” edition of this work). 
However, the Bratza-Jackson per- 


formance also has its validity, if 
only for the use of the harpsichord 
as background. 

Sonata in E minor. Ossy Renardy and 
Leo Tankman. €-69x52 — ^$1. 

Renardy’s pulsating, somewhat nerv- 
ous style is not the most suitable for 
this music, but the clarity and 
smoothness of his tone are wholly 
relevant. The recording has its part 
in conveying those attributes. 


COUPERIN, FRANCOIS 


Lemons de tdnibres^ No. 3. Soloists, 
chorus, orchestra, etc., directed by 
Evrard. ^-12325-6— $2. [«»*^fff$$]. 

It is doubtful if more than a hand- 
ful of persons in this country had 
ever heard this music before the im- 
portation of these records made in 
Paris. The performers give excep- 
tional force to its impressive pat- 
terns, and the recording is splendid. 

Petits moulins ^ vent^ les; Le Soeur Mo- 
nique; Le troph^e. Barlonss and the 
Columbia Broadcastings Symphony 
Orchestra. U-69686— $1. 

THESfc effective arrangements by 
Filippi are charmingly performed 
by Barlow and his men, The record- 
ing is also good, 

Tehdre Nanette^ la, Guiomar No*m'is, 
piano, C-X7229-$.75. [*♦!!£$$]* 


Though Novacs uses the conven*" 
tional grand piano, her manipulation 
of it results in a simulation of 
harpsichord style which is alto- 
gether astonishing. She evokes a 
lovely delicacy and grace from its 
potent innards, controlling the sound 
with imposing restraint and taste- 
fulness. The recording is fint-rate. 
Tic toe choc, ou les maillotlni, Ydla 
Pessl, harpsichord, C-17059— $,75. 
[♦ff$$], 

Pessl’s well-disciplined fingers, her 
apt appraisal of style, are effectively 
blended in this fanciful music. The 
recording is not as resonant m 1 
would like. 
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CRESTON, PAUL 


Suite for Saxophone. Cecil Leeson and 
the composer, — $i. 

This is more interesting as saxo- 
phone playing than as music-making, 
but those with a disposition to con- 


temporary works will find it solidly 
constructed if not importantly ex- 
pressive. The recording is clear 
enough, but the surface noise is in- 
separable from the music. 


DAQUIK LOUIS CLAUDE 


Coucou, le. Wanda Landowska, harpsi- 
chord, r-1199 — $.75. t**ff$$]. Anna 
Linde, harpsichord, jD-25012 — ^$.75. 
[^^ff$$]. 

I HAVE an understandable hesita- 
tion in recommending any harpsi- 
chord performance in preference to 
one by Landowska, and so give her 
a nominal distinction here. How- 
ever, she is accompanied by a small 
orchestra, which is an impediment, 
and the playing by Linde is quite as 
good and no less badly recorded. 

Hirondelle, V. Landowska, harpsichord, 
r-15186 — $1. [^^ff$$]. Guiomar 

Nova'is, piano. (7-17229 — $.75. 

This piece is a good deal less 
familiar than “Le Coucou,” but it 


is no less charming and, of course, 
much fresher. Here Landowska^S art 
is brilliantly apparent, and appro- 
priately reproduced. Novaes* piano 
version is deft and delicate, though 
not quite so suggestive of a swal- 
low’s flight as the more animated 
treatment of Landowska. The re- 
cording is very good. 

Noels: Grand Jeu et Duo; Sur les Flutes. 
E. Po^er orffan. F-X5730 — ^$1, 

[**ff$$]. 

Tastefulness is the essence of Biggs’ 
playing of these pieces on the 
baroque organ of the Germanic 
Museum at Cambridge. The record- 
ing is first-rate. 


DARGOMIJSKY, ALEXANDER 


OPERAS 

ROUSSALKA 


Ballet Music. Dorati conducting the 
London Philharmonic Orchestra, (7- 
69126— $1. [^^^ff$$], 

The music serves the Ballet Russe 
for its repertory piece Gypsy Dances, 
and emerges as a compound of 
frisky tunes and traditionally “color- 
ful” orchestration, treated by Dorati 


with an appropriate energy. The re- 
cording is excellent. 

Miller's Air. Chaliapin. 

[^ff$$]. 

The artistry of the singer is still 
durable, the force of his personality 
still potent, though the recording is 
nearly a dozen years old- 


SONGS 

Drunken Miller, the. Vladimir Rosinff, Dargomijsktt's cluim to a place of 
tenor. i 3 -a 9046 — $i. [**fff$]. ' honor at the head of the Russian 
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school exemplified by “The Five” is 
forcefully substantiated by this 
stirring and intensely original song. 
Rosing sings it with splendid vocal 
control and the penetration of a fine 
artist Hans Gellhorn is the pianist 


Vanka Tonka. Maria and Alexander 
Kraieff. jD-20637 — $.50. 

Performance and recording are not 
de luxe, but the material is arrest- 
ing. 


DEBUSSY, ACHILLE-CLAUDE 


INCIDENTAL MUSIC 


Mortyre de Soint-Sebostien, le (excerpts). 

Piero Coppola conducting the or- 
chestra of the Paris Conser<vatory, 
y^Set 767— $2.50. [*ff$$]. 

Despite the high number of this 
album in the Victor catalogue, the 
recording dates from the early thir- 
ties, a fact that is evident in the 
limited sonority of the strings, the 


flattish characteristic of the wood- 
winds. However, Coppola’s part of 
the enterprise is efficiently accom- 
plished, and the solo instrumental- 
ists of the orchestra are emphatically 
good. The list of excerpts is: “Le 
Cour des Lys,” “Danse extatique,” 
“Finale to Act I,” “La Passion,” and 
“Le bon Pasteur.” 


ORCHESTRAL WORKS 

IMAGES 


No. 2 : Iberia. John Barbirolli conduct- 
ing the New York Philharmonic- 
Symphony Orchestra. V-Set 460 — ^$3. 
’[*^*ff$$]. Piero Coppola and the 
Paris Conservatory Orchestra. V-Set 
Gio — ^$2.50. [*ff$$]. 

There is a strange contradiction of 
values in these sets, for each has in 
abundance the qualities lacked by 
the other. In the case of the Barbi- 
rolli, it is a want of subtlety, of 
atmosphere and haze, mated with 
brilliantly full and incisive record- 
ing. However, Coppola’s conception 
of the score is a good deal more 
idiomatic and fanciful, though the 
initial weakness of the recording (it 
belongs to the studio period of 
French recording) has been empha- 
sized by the passage of time. At 
Black Label prices it is a worth- 
while investment, if as no more than 
an interim choice until a version 
combining the virtues of the Barbi- 
rolli conducting with the Coppola 
atyle is available. 

Apres-midi d'un foune, le. Beecham and 


the London Philharmonic Orchestra. 
C-69600— $1. [*^fff$$]. Stokowski 

and the Philadelphia Orchestra. 
/7-17700— $1. G. Chez 

and the Opira-Comique Orchestra 
D-2so^% — $.75. pf$]. George Cope- 
land, piano. 1^-7964 — $1. 

The lusciousness and sonority of 
the Philadelphia Orchestra’s play- 
ing are difficult to resist, but the 
refinement of Beecham’s conducting 
is a pertinent rebuke to Stokowski’s 
exaggerations. In the latter every 
change of harmony is drained of 
its expressiveness, leaving no ele- 
ment for the listener to supply. Even 
though Beecham’s orchestra is not 
as rich he lights the pastels of the 
scoring more skillfully, and with a 
larger respect for the intelligence of 
the auditor. The CloSz performance 
has no virtue other than cheapness, 
which in this instance is not econ- 
omy. The feeble appeal of this 
work, as a piano piece, is not aug- 
mented by Copeland’s insubstantial 
tone. 
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Mer, la. Serge Koussevitzhy and the 
Boston Symphony Orchestra, V-Set 
<543--$3.S0. 

Confronted by the blazing splendor 
of this recording and the incandes- 
cent eloquence of the conducting, 
the commentator need say no more 


than to label it one of the greatest 
of contemporary albums. This would 
be so even were the playing of the 
orchestra less magnificent than it 
is ; but the virtuosity of this element 
adds a touch of the miraculous to 
the accomplishment. 


NOCTURNES 


Complete issue. Leopold Stoho<wski and 
the Philadelphia Orchestra, V’-Set 
630 — $3.75. [***f$$]. Inghelhrecht 

and the Grand Orchestra des Festi-- 
‘vals Debussy, C-Set 344 — ^$4.50. 

Gabriel PiernS and the 
Concerts Colonne Orchestra. D- 
25544-6 — $2.25. [*'‘ff$$]. Nuoges. 

r-7453— $1- [*^fff$$]. Fetes. F-1309 
— $.75- Both by Stoko<wski 

and the Philadelphia Orchestra. 
FStes. Josef and Rosina Lhemnne, 
piano duet, i^-1741 — $.75, [^^f$$]. 
Fray and Braggiotti, piano duet, 
D-23088— $.75. [^f$$$]. 

The only competition here for 
Stokowski is Stokowski himself, and 
it is plain that the old Stokowski 
shames the new. Though the sepa- 
rate records of “Nuages’^ and 
“FBtes^’ are nine years older than 
those in the complete album, they 
are irrefutable proof that Stokowski 
has not only learned little since then 
but actually has forgotten a good 
deal of the musicianship that estab- 
lished his reputation. The older rec- 
ords are beautifully organized, 
clean-cut, and wonderfully polished; 
the newer ones full of inconsequen- 
tial, distracting detail, exaggerations 
of sonorities, virtuosity gone nudist, 


in which all is sacrificed for ram- 
pant sound. It is true that the com- 
plete issue includes “Sir^nes,” but 
this is a feeble effort that can well 
be spared. Of the other complete sets, 
that by Inghelbrecht is well-disci- 
plined, and a good deal better re- 
corded than Piern^’s. However, if 
the listener feels he must have a 
version of “Sir^nes,” D-25546 is 
quite acceptable and cheaper than 
the alternatives. Of the two piano 
versions of “Fetes,” the Lhevinnes 
are both more Sensitive and more 
proficient than their competitors and 
favored by a quality of recording 
that makes an ineffective arrange- 
ment rather more tolerable. 

Printemps. Piero Coppola conducting 
the Paris Consernjatory Orchestra. 
T-12053-4— -$2. 

This is hardly a spectacular per- 
formance, but it is thoroughly idio- 
matic and carefully disciplined. 
The work, incidentally, is the earli- 
est for orchestra that Debussy per- 
mitted to be published and should 
not be confused with the “Rondes de 
Printemps,” the third of the or- 
chestral Images. This is studio re- 
cording, but good of its kind, 


WORKS FOR ORCHESTRA AND SOLO INSTRUMENTS 


Rapsodie for Clarinet and Orchestro. 

Benny Goodman, with the Philhar” 
monk^Symphony Orchestra con* 
ducted by John Barbirolli, U-11517-- 
$x. [^*ff$$]. Gaston Bamelin and 
symphony orchestra conducted by 
Piero Coppola* F-11433*— 


With or without a knowledge of 
Goodman’s jazz background one 
could be impressed by this only as 
exceptional clarinet playing, techni- 
cally secure and tonally superb. 
However, the blurred sonority of 
the recording, the improper rela- 
tionship of solo instrument to the 
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orchestra destroys much of the inter- 
pretative effects for which Good- 
man strives, and in which Barbirolli 
acquiesces though does not further. 
Despite its conspicuous flaws the 
version is preferable both execu- 
tively and interpretatively to the 
old, faint one of Hamelin and Cop- 
pola. 

Rapsodie for Saxophone and Orchestra. 

M, Fiard and orchestra conducted 
by Coppola. F- 11426 — $1. [^*ff$$]. 
In contrast to the score above, 
which was wholly the work of the 


composer, this score was originally 
for saxophone and piano, orches- 
trated by Roger-Ducasse. Viard puts 
its virtuoso opportunities to excel- 
leut use. 

Danse profane et Danse sacr6e. Edna 
Phillips, harp, with Leopold Stokow- 
ski conducting the Philadelphia Or- 
chestra. V-T/^SSS^ — [^^fff$$]. 
The values of this music are nicely 
achieved, though the coloration of 
the score requires a cultivated pal- 
ette. The recording is very success- 
ful. 


WORKS FOR ORCHESTRA AND VOICE 

DEMOISELLE ILUE, LA 


Complete work. Piero Coppola conduct- 
ing the Pasdeloup Orchestra, with 
Odette Ricquier, Jeanne Guyla, and 
the St. Gervais Choir. F-12051-2 — 
$ 2 . 

Though this work has been listed in 
an American catalogue for less than 

L'ENFANT 

Prelude. G. Clo'e% conducting the or- 
chestra of the Opera-Comique. D- 
25417 — $.75. [*f$]. Heifetz, violin. 

r-1694-4.75. [**ff$$]. 

The orchestral version is rather 
carelessly played, but it is at least 
authentic. The piece makes a plaus- 
ible fiddle morceau, and it is splen- 
didly projected. 

Air de Lia. Dorothy Maynor, soprano, 
with the Philadelphia Orchestra 
conducted by Ormandy^ F-iy6qS — 
$1. [*^*ff$$]. Ninon V allin. D-25848 
— $*75- [^ff$$]. Rose Bampton, con- 
tralto. ^-7746—$!. [*#f$$]. 

Neither Maynor nor Bampton has 
the |)urity of style for this music 
that Vallin possesses, but hei: voice 
was in poor shape when this disk 
was made, and the recording is 
thoroughly Unsatisfactory. On the 
other hand Maynor’s bright, lean 
voice is reproduced with magnificent 
clarity and expansiveness against a 
Superb orchestral background en- 


four years, its actual age is more 
than twice that total. It thus is 
hardly a spectacular example of re- 
cording technique, but the perform- 
ance is conscientious, the soloists 
capable. 


PRODIGUE 

hanced by the acoustics of Phila- 
delphia’s Academy of Music. I can 
find nothing but good to say of her 
singing, though the temperature of 
the performance is a degree or two 
below the desirable heat, Bampton’s 
effort dates from her contralto 
period (c. 1932) and is a fine tribute 
to her musicianly skill But it can- 
not challenge the Vallin, interpreta- 
tively, or the Maynor, executively. 

Cortege et Air de danse. Clom conduct- 
ing the Opira-Comique Orchestra. 
D-25417— $.75. [*f$]. 

This performance shares a disk with 
the “Prelude” mentioned above, and 
also its general characteristics of re- 
cording and playing. 

Air d'Azael. Charles Ftiani, tenor. D- 
25848-$.75. [^ff$]. 

The name of Friant is unknown 
here, but he commands a fine lyric 
voice and substantial artistry. With 
the Vallin (above) as added value, 
the disk is a very attractive one* 
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OPERA 

PELLiAS ET MiLISANDE 


Extended Excerpts. Marthe Nespoulous 
(Melisande), Alfred Maguenat 
{Pelleas), Hector Dufranne {Go- 
laud), and Claire Cro'iza {Gene- 
vie^ve), with orchestra conducted by 
Georges True, C-Set Op. 13 — $6.50. 

Yvonne Brothier {MSli- 
sande), Charles Panzer a {Pellias), 
V anni-Marcoux (Golaud), and 
Willy Tuhiana {Arkel), with or- 
chestra conducted by Piero Coppola. 
V-Set 68— $7.50. [*ff$$]. 

Since Pelleas is anything but an 
opera of the aria type, and it is 
not probable that a purchaser will 
want isolated sections of the score, 
the characteristics of these two 
albums will be considered compara- 
tively for their overall utility. 
Largely speaking, the excerpts 
directed by True are more sonor- 
ously recorded than those under 
Coppola, and the Columbia surfaces 
are superior to those I have heard 
in a typical Victor pressing of this 
decade-old album. The especial at- 
traction of the latter is its inclusion 
of six orchestral interludes, which 
are not represented in the Columbia 
issue (V-4174-5-6 — $2.25). Of the 
sections that are duplicated in the 
two recordings, I prefer the Victor 
(9636) version of the “Duo de la 
fontaine” for the expressive, eloquent 
singing of Panz6ra. However, in the 
‘'Ah I ah! tout va bien” of the 
second scene of the second act, the 

PIANO 

Arabesques, Nos. 1 and 2. Walter 
Gies eking. C-17145 — $.75* [**fff$$]. 
Same artist. — ^$.75. [*fff$]. 

Gieseking’s amazing consistency is 
sharply exemplified in these two 
performances by himself. Both have 
an identical fluidity and expressive- 
ness, the phrases magnificently corre- 
lated and balanced. However, the re- 
cording of the Decca disk suggests an 
instrument considerably more harpish 


Columbia disk (No. 68520) contains 
both the voices of Golaud and 
Melisande, the Victor (/^“i444), 
only Golaud’s. Similarly, in the 
Victor version of the “Tower Scene,” 
the voice of Golaud is missing. It 
can be heard on the preferable 
Columbia treatment of this scene. 
All things considered, the Columbia 
may be recommended as the basic 
purchase, with the addition of the 
orchestral interludes from the Vic- 
tor set, and possibly the “Fountain” 
duo for Panzera’s voice. For a pre- 
cise listing of the exact music con- 
tained in each set, the reader is 
referred to R. D. Darrell’s Encyclo- 
paedia of Recorded Music. 

Voici ce qu'il ^crit. Germaine Cernay, 
with orchestra. D-25815 — ^$.75. 

Cernay sings affectingly but with- 
out sufficient mechanical assistance 
to influence one against Croiza’s 
effort in the Columbia set. More- 
over, the section is treated here as 
a solo aria. 

II qvoit toujours suivi. Etienne Billot, 
with orchestra directed by Clo'ez. 
D-20539— -$.50. [*ff$$]. 

Maintenant que le p^re de Pellias. Billot, 
as above. D-20538-:-$.5o. [*ff$$]. 
The versions of these two excerpts 
in the Columbia album is more satis- 
fying, both as performance and re- 
cording. 

WORKS 

than the piano conveyed by the 
Columbia. Moreover the better sur- 
faces of the latter are decidedly 
preferable. 

Children's Corner. Alfred Cortot. F- 
7147-8 — $2. [^fff$$]. Gies eking. C- 
17088-68962— $1.75. P*ff$$]. Piero 
' Coppola conducting the Paris Con- 
servatory Orchestra. V-Set 280 — 
$2.75. [**ff$$]. Carlos Salzedo, harp, 
Horace Britt, cello, and Georges 
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Barrhe, flute, V-Set- 639 — ^$2.75. play well. But there can be little 

commendation for the trio arrange- 
The two piano performances have ment save as a display piece for 

almost identical virtues, and an en- the talents of Salzedo, Britt, and 

thusiast for the playing either of Barr^re, an end it accomplishes ad- 

Cortot or Gieseking would be safe mirably. 

in choosing the version of his No. 3: Serenade for the Doll. Horowitz, 
favorite without further considera- i^-i353 — $-75* [**ff$$]. 

tion. However, for those who are A miraculous example of Horo- 

wholly impartial, it may be said witz^s virtuosity and a thoroughly 

that there is definitely more humor captivating performance of this mor- 

and fantasy in the playing of Cortot. ceau. 

It may be of a literary sort, but it Danse (Tarantelle styrienne). KotissemU 
serves the purpose of the music zhy and the Boston Symphony Or« 

better than Gieseking’s more Olym- chestra. F-7414 — $1. [^ff$$]. 

pian treatment. However, both are One of the earliest Boston Symphony 

splendid examples of piano-playing, Orchestra records still in the cata- 

the Gieseking especially enhanced logue, and hence a less-glittering 

by skillful recording. Of the two instance of the band’s virtuosity than 

non-piano treatments, I much prefer may be heard in more recent re- 

the orchestral version by Andr6 cordings. The virtues of Ravel’s ar- 

Caplet to the trio transcription. rangement are wholly revealed by 

Coppola treats the music with a the performance, however, 
light, dexterous hand, and his men 

ESTAMPES 

No. 1 : Pagodes. Gieseking, C-69841 — ^$1. native playing. The orchestral ver- 

[**ff$$]. sion (the Molinari arrangement is 

As AN epitome of Gieseking’s art used) has solid virtues, but it is 

this performance would be difficult probable that a new one will be 

to surpass. It is also a splendid forthcoming in the near future, as a 

example of piano recording. Stokowski version of the piece has 

No. 2: Soiree dans Grenade. Gieseking. appeared on some of his recent pro- 

— $!• [**fff$$]. George grams. 

Copeland, F-7963 — $1. [*ff$$]. Piero No. 3: Jardins sous la pluie. Gieseking, 
Coppola conducting an unidentified C-xyizj — $.75. [^*ff$$]. 

orchestra. ^-12033— $1. [*ff$$]. The. fleetness and dexterity of the 

The virtues of Gieseking’s perform- playing are only exceeded by the 

ance would withstand more severe sensitivity of the interpretation. The 

competition than that provided by recording enforces this impression, 

Copeland’s rather metallic, unimagi- 

fTUDES (BOOK ID 

No. 11: Pour fes arpeges composes. tone of the instrument is brilliantly 

Horowitz, — $1. t**fff$$]. turned to the advantage of the 

This piece is less of consequence to ‘ music. The amazing clarity and de- 
Debussyites than it is to admirers finition of Horowitz’s fingerwork are 

of Horowitz, for the rich, sonorous finely reproduced. 

IMAGES (SERIES I) 

RefISts dans Teau. Gieseking. U-dSsys— Gieseking’s art is not at its most 

$1. [**ff$$]. Rosenthal, D-25317 — imaginative in this disk, but that 

$• 75 * Paderewski. F-6633— -$i. distinction still allows for very high 

[*f$$$], merit. It is in all senses a beautiful 
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example of piano -playing. Rosenthal 
and Paderewski both offer ex- 
amples of interesting misconceptions, 
although the former is slightly more 
inviting because of its lower price. 
However, both are poorly recorded, 
the Rosenthal especially so. 


Mouvement. G'lesehtng, C-17318 — ^$.75. 

Calculated monotony is suggested 
by Gieseking here with an airy ease 
that wholly belies the astonishing 
muscular control that underlies his 
performance. The recording is ex- 
cellent. 


IMAGES (SERIES ID 


Cloches a trovers les feuilles. Gieseking. 
C-i72i 8--$.75. [*^fff$$]. Coppola 
conducting the orchestra of the Paris 
Conser^vatory. V~i2os^ — $1. [**ff$$]. 
The paradox is almost too inviting, 
but the facts are plain: Gieseking’s 
plan and execution are actually more 
orchestral than the arrangement used 
by the conductor and the results he 
obtains from his men. The pianist 
conceives this, to my ear, as a harp 
and clarinet duet, and differentiates 

PRILUDES 

Complete set. Gieseking. C-Set 352 — ^$5. 
[*^*fff$$]. Cortot. V-^Set 48o~$5.25. 
[^♦ff$$]. 

The commentary on these two 
artists’ playing of the Children's 
Corner is also applicable here. That 
is, both performances are highly 
sensitive and beautifully executed, 
sufficiently well-recorded that either 
would be thoroughly satisfying were 
no other version available. In a 
purely personal reaction I find the 
Gieseking tone quality more to my 
taste. Of the single preludes (not 
considering those listed below) I 
prefer the Cortot to the Gieseking 
playing of ^‘La Cath^drale engloutie,’’ 
principally because the latter uses 
a ten-inch disk, which breaks the 
piece midway and destroys the all- 
important mood. In the Cortot set, 
sensibly, a twelve-inch disk is used 
for this prelude. 

Danseuses de Delphes. Paderenjoski, T- 
1531— $.75. [*£$$$]. 

Paderewski’s intellectual compre- 
hension of the style cannot be de- 
nied, but I find little affinity between 


the levels of the performance with 
infinite dexterity. Coppola’s effort is 
a strangely unevocative one, the re- 
production of it poor. 

Poissons d'Or. Gieseking. C-69020 — $1. 
[**fff$$]. 

These gold fish swim in an almost 
audible pool, cavort with almost 
visual agility. A superlative concep- 
tion, immaculately projected. The 
recording is good, 

(BOOK I) 

the music and this artist’s method of 
playing the piano. 

Voiles. George Copeland. P-14904 — $1. 
[**ff$$$] . Paderewski. F-i 531 — ^$.7 5. 

Pf$$]. 

Both of these are expensive for the 
value they contain, the Copelapd 
especially so. His is a decent, orderly 
performance but hardly comparable 
to those by either Gieseking or 
Cortot 

Vent dons la plaine, la. Cortot, r-7148 — 
$1. [*ff$$]. 

This is an earlier recording than 
the one included in the complete set 
of preludes by Cortot, but it may 
be commended for the coupling with 
“La fille aux cheveux dc lin.” It is, 
in any case, magnificently played. 
Sons et les parfums tournent dans Pair 
du soir, les. Emma Boynet. ^-4419 — 

$.75. 

A SOMEWHAT too-palpable concep- 
tion, but authoritative. The record- 
ing is excellent 

Fille aux cheveux de lin, la. Cortot. 
P-7148 — $1. [**fff$$]. Heifetz, 

violin. F-66z2 — ^$1. [**ff$$]. Kreis- 
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ler. r-1358— $.75.'' Grischa 

Golubov. C-iyoyS— $.75. 

Laura Newell, harp. C'-7oo83 — $1. 

Cortot’s fine-threaded phrasing, the 
distinction and character of his tone 
almost persuade one to forget the 
familiarity of this piece. It is a 
beautifully poetic accomplishment. In 
its own terms the Heifetz is an 
equally fine piece of recreation, and 
a violin transcription is a more 
reasonable thing in this instance 
than it ordinarily is. The Kreisler 
record may be commended as one 
of the more persuasive examples of 
his tone on disks, but the phrasing 
is JVienerisch, the Fille plainly a 
MddeL Of the Golubov perforna- 
ance, one can say little, for it is 
mere fiddling. Grandjany’s harp 
transcription is well planned, and 
Newell plays it competently. 

Cathecfrole engloutie, la. Artur Rubin- 
stein. — ^$. 75 * E**fff$]* Cope- 

PRiLUDES 

Complete set. GleseUng. C-Set 382 — 
$5. [**ff$$]. 

There is no competitive issue to 
challenge this, and Gieseking’s dis- 
coursing of the music is, on the 
whole, very satisfying. Such a piece 
as “Gndine,” for example, is 
superbly suited to Gieseking’s equip- 
ment, displaying his remarkable 
sense of color, his amazingly con- 
trolled dynamic range. The record- 
ing is excellent. 

Puerto del vino, la. Copeland. ^-14904 — 

$1. p^ff$$]. 

There is hardly the vitality in this 
performance that the music requires, 
though Copeland’s finger work is 
facile enough. The recording is 
first-rate. 

Bruyeres. Copeland. F-1644 — 

This is about the best of Copeland 
recordings of Debussy, and even 
more, a reasonable treatment of the 
music. 


land. F-79^2 ---$x. ^ [«f$$$]. Olga 
Samaroff-Stokowski. F- 73 H — 

[*f$$$]. Philadelphia Orchestra con- 
ducted by Stokowski i^-7454 — $*• 
[*^ff$$]. 

Why Victor should offer this superb 
Rubinstein performance in its Black 
Label series while retaining two 
such inferior interpretations as those 
of Copeland and Samaroff in a 
category costing decidedly more is 
wholly mysterious — save that noth- 
ing can be unexpected in the man- 
agement of phonograph merchan- 
dise. Rubinstein plays the music 
with the clangorous, deeply vibrant 
sound it demands, and that sound 
is well reproduced. The orchestral 
performance has its special qualities, 
but the transcription is a shade 
precious in its play of sonorities. 
The Gieseking version has been an- 
notated in the discussion previously 
of his complete set of the first book. 


(BOOK ID 

General Lavine-Ecccntric. Copeland. V- 
i 644 -“$. 75 . [**f$$]. 

Humor is apparently an incon- 
spicuous part of Copeland’s artistic 
equipment, nor is there the dry in- 
cisiveness to his playing that De- 
bussy sought to convey in his im- 
pression of this comic figure. 

Terrasse des audiences du clotr de lun©. 
Copeland. ^-7962—$!. [^^f$$]. 
Though there is nothing in this 
music to date the evening described 
in this moon-filled scene, Copeland’s 
tone suggests it to be at least late 
fall. 

Ondine. Copeland. 1^-1643— -$.75. 

[**^ff$$]. 

Copeland dissolves the music in 
properly liquid tones, giving ex- 
cellent clarity to the patterns of 
Debussy. 

Canope. Copeland. ^-1643— $.75* 

[**£$$]. 

Capable and unexciting are the 
words for this performance, which 
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IS even more understated than the cause it emanates from an unex- 
music suggests. pected source. The pianist’s formi- 

Feux d'artifice. Marcel CtampL (7-69308 dable tactile sense, the clarity and 

$1. definition of his finger work are the 

An astonishing bit of piano play- materials of a completely unusual 

ing is made even more exciting be- record. 

POUR LE PIANO 


Complete set. Marius-Frangois Gail^ 
lard, D-20189-2S366 — $1.25. [*ff$$]. 
Gaillard is a capable enough 
pianist, but the recording does not 
give him the support he deserves. 
However, as the single complete re- 
cording of this work, at an advan- 
tageous price, it is a reasonable in- 
vestment. 

Sarobande. Koussevitzky and the Bos- 
ton Symphony Orchestra, i^-7375 — 
$1. [^^ff$$]. 

Ravel’s exquisitely sensitive or- 
chestration of Debussy’s patterns 
makes this a more palatable tran- 
scription than most. The perform- 


ance is splendid, and though the re- 
cording is nearly a decade old, it 
is quite satisfactory. 

Reverie. Giesehing, C-17138 — $.75. 
[*^fff$$]. Harold Bauer. S-2001 — $1. 
pf$$]. 

If there is any certainty in the 
realm of music, it is that this piece 
would have been completely and 
permanently forgotten had it not 
been fashioned into a popular song. 
Of the two performances, that by 
Gieseking is not only much more 
sensitive but more believably re- 
produced. 


SUITE BERGAMASQUE 


Complete set. Gieseking. C-68033-4 — 
$2. [*fff$$]. 

It is difficult to imagine more beauti- 
ful piano-playing than this, even 
though the reproduction of it is 
somewhat fuzzy. Gieseking’s playing 
of “Clair de lune” is an especially 
magical bit of recreation, though 
both the Passepied and the Minuet 
are splendidly phrased. 

Clair de lune. Victor Symphony Or- 
chestra directed hy O'Connell, V- 
36228 — $.75, [^**ff$$]. Kostelanetz 
and his orchestra, (7-7361 — $1. 

P**^ff$$]. Stokowski and the Phila- 
delphia Orchestra, F-iSiz — ^$.75. 


All these orchestrators (in each 
case, the conductor, according to 
label credits) mix a touch from 
every cup on the palette, resulting 
in some strange and awesome effects. 
I prefer the glowingly sonorous one 
of O’Connell to the Kostelanetz, both 
for the superiority of his players 
and the tangible brilliance of the 
recording. Either is a better choice 
than the Stokowski, for he uses a 
ten-inch disk, which forces a need- 
less break on this exceptionally con- 
secutive work. And if one yearns 
for a Kostelanetz treatment, I prefer 
the authentic one of Andre to the 
imitation one of Leopold. 


MISCELLANEOUS 

lie joyeuse, V, Gieseking. C-69841 — ^$1. 
P^^fff$$]. Coppola conducting the 
orchestra of the Paris Conservatory, 
F-12033 — ^$1. [*ff$$]. 

The details of this texture, the 
superb swirl of sound it generates, 
almost demand the orchestra, but it 
would be absurd to allow this ob- 


PIANO WORKS 

jective belief to obscure the greater 
sensitivity of Gieseking’s perform- 
ance to that of Coppola. Moreover 
his recording is more recent, a 
better simulation of what he is at- 
tempting than is the Coppola. The 
latter uses the transcription by 
Molinari. 
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Nocturne. Jes^s Maria Sanromd, F- Debussyan quality, but pretty and 
2044— $.75. appealing. Sanromi’s playing is 

An early work of no pronounced brilliantly reproduced. 

WORKS FOR TWO PIANOS 


tpigrophes^ No. 3. Pirani and Grand, 
C-DB1301 — $.75. [*£$$]. 

An item that is essentially for De- 

PETITE 

Complete set. Symphony Orchestra con- 
ducted by Piero Coppola, V -Set 674 — 
$2. [**££$$]. 

There is no sensible reason why 
the only complete recording of this 
attractive suite should be by an 
orchestra (in an arrangement by 
Henri Paul Busser) considering the 
lengths to which duo-pianists will 
go to find material for performance 
and recording. This consideration 
aside, it must be recorded that 
Coppola does a very tasty job of 


bussy enthusiasts. The performance 
is satisfactory, but no more. 

SUITE 

the interpretation, aided more than 
a little by the efficiency of the re- 
cording. 

En bateau. Kreisler, violin, F- 1358 — 

$.75. [*^ff$$]. 

Those who are partial to Kreisler 
will find this a balanced review of 
his capabilities, efficiently recorded. 
Minuet. Copeland, F-14201 — $1. 

An inconsequential interpretation, 
unimpressively reproduced, a lapse 
which should trouble no one. 


QUARTET FOR STRINGS 


In G minor, opus 10. Pro Arte Quartet, 
V-Set 186-^4.50. [*fff$$]. Budapest 
Quartet, C-Set 467 — ^$4.50. [f*ff$$]. 
Lener Quartet, C-Set 100 — $4.50. 
[*£$$]. 

Even at half volume, there is in- 
finitely more body and sweep to the 
Budapest recording than to the Pro 
Arte — ^which, unfortunately, is one 
of its deficiencies. The sound of the 
four instruments has been over- 
amplified throughout, resulting in a 
mass of sound that too often sug- 


gests a string orchestra rather than 
a quartet. Add this to the rugged 
weight of the quartet’s tone and the 
unstylistic bite of the playing, and 
the justice to Debussy is negligible. 
Consequently I continue to prefer 
the fine proportions of the Pro Arte 
treatment, its speaking fondness for 
the composer and his work, though 
the recording is thinnish. The Lener 
treatment is more coarse than the 
Budapest, not so secure technically, 
and, of course, a decade older* 


SONATAS 

PIANO AND VIOLIN 


No. 3. Alfred Dubois and Marcel 
Maas, C-Set X44 — ^$2.50. [*ff$$]. 

In spite of a rather thin perform- 
ance, and fuzzy recording, the es- 
sential qualities of the music are 


honored by Maas and Dubois. The 
numbering refers to its listing among 
sonatas by Debussy for various in- 
struments, though it is the only one 
he wrote for piano and violin. 


FLUTE, VlOU, AND HARP 


No. 2. Jkf. Ginota Lilly Laskine, and 
Marcel Moyse, D-20085-7 — 

imi 

Fastidious performance and brilliant 
musicianship are the particular 


merits of this item* The texture of 
the music is absorbing for its refine- 
ment and variety, but the ideas are 
not impressive. The recording is 
fair. 
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SONGS 

ARIETTES OUBLIiES 

Acjiiorenes— Green. Ninon VoXlin D- standing. The recording is better 

20326 — $.50. Lily Pons. V- than fair. Pons’s voice is finely re- 

1905 — $.75. corded on her disk, but its piccolo 

Valun’s artistry is heard at its quality is hardly wanted in this 

brilliant best in this song, which she clarinettish music, 

sings with great clarity and under- 

BALLADES DE FRANCOIS VILLON 

Ballade des femmes de Paris. Maggie Teyte, whose fine abilities are less 

Teyte, soprano, and Alfred Cortot, known to Americans than they 

piano. V-Set 322 — ^$5.75 {not avail- should be. Cortot’s piano playing is 

able separately). [**fff$$]. even preferable to the orchestra 

The movement and vivacity of the with which these Ballades are some- 
music are beautifully projected by times sung. 

CHANSONS DE BILITIS 

Complete Maggie Teyte and Alfred cellencies becomes considerable. The 
Cortot, V-Set 322 — $5.75 {not avail- wide spread in price between the 

able separately). [*^fff$$]. Nos. 1 two Victor disks and the single 

and 2 only. Magdeleine GreslS, so- Decca one is by no means a true 

prano, and Janine Weil, piano, D- index to their quality, for Gresle is 

20225 — $-50. [**ff$]. a gifted interpreter, and her voice 

The liquidity of Teyte’s voice, the is well-reproduced. However, its 

finesse of her French enunciation are timbre is somewhat dark for this 

complemented by a remarkably re- material. It should be noted that the 

fined conception of this music. To- two Teyte disks contain, of course, a 

gether with the artistry of Cortot’s fourth Debussy song, 

piano performance, the sum of ex- 

FETES GALANTES (SERIES I) 

Complete set. Teyte and Cortot. V-Set to this material, there can be noth- 

322 — ^$5.75 {not available sepa- ing but praise for the way it is per- 

rately), [**fff$$]. formed here. 

Granted that the listener is partial 

FITES GALANTES (SERIES II) 

Complete set. Teyte and Cortot. V-Set songs by Teyte and Cortot, even 

322 — $5.75 {not available sepa- though the cheaper one by Gresle 

rately), [**fff$$]. GresU and Weil. ahd Weil has high merit. How- 

D-20227-8 — $1. [^^ff$]. ever, those who are interested in a 

For conformity’s sake it is probable single song will not be mistaken in 

that Debussy fanciers will prefer the choosing the latter. 

’ definitive treatment of this set of 

MISCELLANEOUS SONGS 

tmu %o\t. Claudia Muzio. C-^iz6 — ^$.75. [*ff$]* Tily Pons. F-1905 — ^$.75. 

[^*fff$]. [’^*ff$$]. 

Those who consider Muzio only an Though this was probably the first 

opera singer will find this highly work of Debussy to be included in 

refined interpretation an unexpected an American phonograph catalogue 

pleasure. The recording is good. (a version by Lillian Nordica was 

Mandoline. Ninon Vallin^ D-20326 — $.50. available when all other music of 
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his was anathema), there are, 
curiously, only these two versions 
available at the present time. Vallin’s 
is a thoroughly satisfying job, ac- 
ceptably reproduced. Pons’ light 
voice is a little more attractive here 
than in “Green,” but her treatment is 
insubstantial, lacking in body. 

Mer est plus belle, la. GreslS, D-20226 
--$.50. 

The singer’s rich lower register is 
especially suitable for this song. She 
is aided by the excellent piano- 
playing of Jeanine Weil. 

Noel des enfants qui n'ont plus de maison. 
Gresle. D -20226 — $.50. [**ff$]. 
Originality and expressiveness are 
remarkably combined in this song, 
written during the second year of 
the first World War, and embodying 
the prayer of French children that 


there be no Christmas for the enemy. 
The singer does an expert job of 
conveying its emotion, 

Promenoir des deux amonts, le. Teyte and 
Cortot. F-Set 322 — $5.75 (not avail- 
able separately). [^^fff$$]. Roger 
Bourdin, baritone, and orchestra. 
Z)-3594S— $.75. 

On the count of artistry there can 
be no question which of these is 
more attractive. However, there 
are other considerations, which make 
the two versions hardly comparable, 
such as the difference in the sex of 
the singers and the use of an or- 
chestra by Bourdin. This enhances 
the effect of the music measurably, 
but I still find more expressiveness 
in Teyte’s singing, and a more 
satisfying artistic whole in her col- 
laboration with Cortot 


PROSES LYRIQUES 


De Grevc. Teyte and Cortot. V-Set 322 
— $5*75 available separately). 

[«’*fff$$]. 

This is my favorite among the 
dozen-odd songs recorded by Teyte 


and Cortot, not only for its intrinsic 
quality but also for the utterly 
masterful singing of the interpreter 
and the completeness of the en- 
semble with Cortot. 


DELIBES, LEO 


BALLET MUSIC 
coppaiA 


Mazurka; Intermezzo; Valse lente; Valse 
de la poupee; Csardas. Orchestra 
directed by G. Cloez. D-20070-i — ^$1. 

[*f$$L 

This issue has the virtue of present- 
ing more of the score of this enter- 
taining work than any other, but the 
playing is prosaic, the recording 
inferior. The purchaser would do 
better to assemble the single issues 
recommended below. 

Csardas and Theme Slav vorie. London 
Philharmonic conducted by Kurtz. 
C-69323 — $1. p*fff$$]. Csardas 

only. Goossens and the London Sym- 
phony Orchestra. ^^-4257— $.75. 
[*f$]. Fiedler and the Boston *Pops** 
Orchestra. F [**f$$]. 


Kurtz’s lengthy experience in con- 
ducting this ballet is sharply re- 
flected in the rhythmic precision and 
vitality of this performance. The 
exaltation he imparts to the Csardas 
is especially notable. Of the two 
competitive versions, that by Fiedler 
is more amply reproduced, but it is 
less stylistic than the Kurtz, 

Dance of the Automatons and Valse. 
Fiedler and the Boston **Pops** Or- 
chestra. r-12527— $1. Hertz 

and the San Francisco Orchestra. 
F-6$%6 — ^$1. [^f$$$]. Valse only, Or- 
mandy and the Minneapolis Or- 
chestra. r-1743 — $.75. [^*f$$$]. 

The Fiedler version of these ex- 
cerpts would be an automatic choice, 
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merely from the date of issue, even 
were the Hertz record not absurdly 
expensive. Ormandy offers a swollen, 
rather Capitoline performance, in 
which sugar is added to icing. The 
recording, however, is uncommonly 
good. 

Mazurka. Goossens and the London 

NAYLA 

Waltz. London Philharmonic Orchestra 
conducted by Kurtz. C-69080 — $1. 
[^*fff$]. Collingnxjood and the Royal 
Opera Orchestra. — $i. 

[^ff$$]. W eissmann and a symphony 
orchestra. D-25341 — $.75. [^f$]. 

Lucerne Kursaal Orchestra. (^-67853 

-$1. [^f$$]. 

Of the three versions by orchestras 
of appropriate size, that directed by 
Kurtz has the largest amount of 
incisiveness and charm. Colling- 
wood’s treatment is somewhat me- 
chanical, Weissmann's impeded by 
poor recording. The health-treatment 
orchestra is small, but its first 


Symphony. F-4257— $.75. [*f$$]. 

My normally good opinion of 
Goossens’ ability is colored here by 
the impression that this music does 
not make a sufficient demand on the 
conductor’s musicianship. One can- 
not avoid the impression that his 
treatment is a little offhand. 

violinist (who makes virtually a solo 
of this confection) is a virtuoso in 
the style. 

Waltz (arrangements). Wilhelm Bach- 
aus, piano. F-6s%2 — $1. [*'ff$$]. 

Marthe Rennesson, piano. D-20617 — 
$.50. [*f$]. The Aeolians (flute, harp, 
violin, etc.). F-12449 — $1. [**f$$$]. 
Such a finger-breaking exercise as 
this is ideally suited to Bachaus’s 
prodigious technique, but it is ask- 
ing much to expect him also to sup- 
ply the grace and suppleness these 
patterns demand. Rennesson has the 
grace but not the technique. The 
Aeolians offer neither. 


LE ROI S'AMUSE 


Passepied; Pavane. Lavorance Colling- 
wood conducting the London Sym- 
phony Orchestra. 1^-4234 — $.75. 

[^ff$$]. 


The performances are routine, but 
the routine of this orchestra still 
permits a quality of playing not 
often heard in such music. 


LA SOURCE 


Pas des dcharpes; Scene d'amour; Scherzo 
Polka. Ormandy and the Minneapolis 
Symphony Orchestra. F-1670-1 — 
$1.50. [*^ff$$$]. First two excerpts 
plus Variations and Danse Circasienne. 
Cloez and Symphony Orchestra. 
D-20112-3 — $1. [*f$]. 


A LESSER known work than other of 
Delibes’s ballets, it has its attrac- 
tions. The Ormandy version is more 
polished, also as spirited as one 
would want. 


SYLVIA 

Chasseresses, les; Intermezzo; Valse 
lente; Pizzicati; Cortege de Bacchus. 
Orchestra of the OpSra-Comique 
conducted by G. Cloez. 0-20025-6 — 

$1. [*^f$]. 

This comprehensive collection is 
light-footed and capricious, but its 
single parts are not so well-played 
as several of those in the list below. 
Chasseresses, les. Gaubert and Grand 
Orche^tre Symphonique. C-6^006 — 


$1. [**ff$]. Sargent and Royal 

Opera Orchestra. T- 11655 — ^$1. 
[^ff$$]. 

Gaubert has the authentic feeling 
for this music, also a more incisive 
rhythmic sense. The recording of his 
performance is broad and resonant. 
Intermezzo ond Valse Lente. Kurtz and 
London Philharmonic. (7-69323 — $1. 
[**^*ff$]. Sargent and Royal Opera 
Orchestra. ^-11655 — $1. [*ff$$]« 
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Hert» and San Francisco Orchestra, 
F-1166— $.75. [*f$$]. 

The delicacy and sense of Kurtz’s 
conducting are emphasized by com- 
parison with the sluggish version 
of Sargent or the rather ponderous 
one of Hertz. The recording, too, is 
much superior. 

Cortege de Bacchus. Ormandy and the 
Minneapolis Orchestra, F-1669 — 
$.75. [^*ff$$]* Gaubert and Grand 
Orchestre' Sytnphonique, C-69006 — 
$1. [*^f$$]. Rosario Bourdon and 
the Victor Symphony Orchestra. 
F.35879— $.75. 

Though humble music by concert 
hall standards, this is by no means 
an improbable display for a con- 
ductor’s abilities, as both Ormandy 
and Gaubert attest. The former is 
more militant, but it is broken half- 


way through, which inclines me to 
recommend Gaubert’s excellent per- 
formance. Bourdon struggles to im- 
part life to his interpretation, but 
the confining studio recording can- 
not be overcome. 

Pizzicati Polka. Kurtz and London 
Philharmonic Orchestra. C-69323 — 
$1. [*^ff$$]. Ormandy and Minne- 
apolis Orchestra, F-1670 — $.75. 
[**f$$]. Hertz and San Francisco 
Orchestra, V-1166 — $.75. [^f$$$]. 

To TAKi this much-battered music 
and make as fresh and enlivening 
an experience of it as Kurtz does, 
is by no means an inconsequential 
accomplishment. Ormandy seems 
concerned only with the exhibition 
it provides for his orchestra, while 
the Hertz version should long ago 
have been retired. 


OPERAS 

LAKM^ 


Prelude: Act I and Prelude: Act III. 

Symphony Orchestra of Paris, con- 
ducted by G. Cloez. D-20094 — $.50. 

The orchestra is small and the re- 
cording inferior, but this is a suf- 
ficing version of these excerpts. 

0 Dourga bionda. Korjus. V-izi$6 — $x. 
[*^f£f$$]. 

A CHARMING bit of singing, fault- 
lessly outlined in tones of fine 
solidity and firmness. The recording 
is good. 

Sous le dome epais. G, Firaldy and A. 
Bernadet. C-9i33--$i. [''^*ff$$]. 

The singing here is hardly brilliant, 
but it is better, in consistency and 
intonation, than that which one 
hears ordinarily in the opera house. 
The recording is fairly good. 

Danse des Bayaderes. Symphony Orches- 
tra conducted by D. E, Inghelbrecht. 
(7-17142-17143 — ^$1.50. [*f$$]. 


The lively tunes are played with 
vigor and spirit but with no im- 
pressive finish. 

L^gende du paria (Bell Song). Miliza 
Korjus. F-12136— $1. [**fff$$]. lily 
Pons. V-1S02 — $.75. [**ff$$]. Pons. 
D-23015— $.75. [*ff$$$]. 

Though the actual experience of 
Americans with Korjus is not too 
auspicious (largely it was in the 
bloated film version of The Great 
fValtz), her singing here is impec- 
cable in detail, beautifully articu- 
lated, remarkably clear in tone. 
Moreover the recording (directed by 
Bruno Seidler-Winkler) is impres- 
sively good. If there is a difference 
between the two versions by Pons, 
the advantage must be credited to 
the Victor, which is better recorded 
and, in a few slight details, better 
sung. 


LE ROI L'A DIT 

Overture. Constant Lambert conducting The affection of Lambert for this 
the London Philharmonic Orchestra, music, and such other esoterica as 
F-12764 — $1. p*fff$$]. the Auber overtures listed under his 
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name is, apparently, not one of those 
affectations practiced by other con- 
temporary composers ; for Lambert 
imparts not only gusto and verve to 
his performances but the more sober 


and cherishable virtue of taste. The 
shaping of the orchestral perform- 
ance is a marvel of subtlety, and 
the reproduction rises to a tem- 
pestuous climax. 


SONGS 

Bonjour, Suzon. Claudia Muzio, C-4136 

—$.75. [^fff$$]. 

Muzio does an insinuating bit of 
singing in this attractive song, 
abetted by an excellent accompani- 
ment directed by Lorenzo Molajoli. 

The recording is not powerful, but 
the quality of tone is good. 

Filles de Cadix, Ics. Muzio. C-9114 — ^$i. 
[^ff$$]. Jeannette MacDonald. F- 
2049 — $.75. [**ff$$]. Miliza K or jus. 
i^-12036 — ^$1. [***ff$$]. Lily Pons. 
J^-1997 — $.75. [**ff$$]. Galli-Curci. 
r-i524-$75. 

If I specify the Muzio version as 
the one I would prefer to own and 
hear repeatedly, it is not because I 


am indifferent to the vocal appeal 
of MacDonald and Pons or the 
virtuosity of Korjus and Galli-Curci. 
It is, rather, that I find the most 
color and excitement, the most char- 
acter, in her treatment of this bolero. 
Of the newer versions with orches- 
tra, Korjus’s is impeded by her use 
of an odd-sounding German text 
MacDonald sings well for Mac- 
Donald but not imposingly by other 
standards. Both Pons and Galli- 
Curci incline to an external attitude 
toward the decorative patterns, the 
former with the particularly un- 
satisfying accompaniment of a 
piano. 


DELIUS, FREDERICK 


The hulk of this composer* s recorded 
literature is, unfortunately, to be ob- 
tained only in the albums of the Delius 
Society issues, ijohich may include sev- 
eral works that the purchaser has no 
desire for as well as involving a price 


beyond his means. These are included 
in the alphabetical listing, though ex- 
tended critical comment is reserved 
for those works of which there are 
duplicate recordings. 


ORCHESTRAL WORKS 


Appalachia. Sir Thomas Beecham, the 
BBC Choir and the London Phil- 
harmonic Orchestra. C-Set 355 — 
$7.50 {not available separately). 

Beecham’s performance of this' is 
finely sensitive, the recording ex- 
emplary. 

Brigg Fair. Beecham and unidentified 
orchestra. C-Set X30— $2.50. [*^ff$]. 
Since this is one of the most char- 
acteristic of Delius’s works, it is for- 
tunate that this fine version is avail- 
able individually. The recording^ is 
not quite of contemporary quality, 
but the interpretation is vigorously 


poetic and the playing of the orches- 
tra thoroughly capable. The wood- 
winds are particularly good. 

Eventyr. Sir Thomas Beecham and the 
London Philharmonic Orchestra. 
C-Set 305 — ^$6.50 (not available 
separately). [^^*ff$]. 

The high standard of Beecham’s 
phonographic work is maintained in 
this work, and it is also splendidly 
recorded. 

In a Sommer Garden. Beecham and the 
London Philharmonic Orchestra. 
C-Set Z90 — ^$7.50 {not available 
separately). [**’‘^ff$$$]. Geoffrey 
Toye and the London Symphony Or- 
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chestra. F-9731-2— $2. [*f$$]. makes only more deplorable the 

Regrettably, the only acceptable merchandising plan whereby a de- 
performance of this work requires sire for one work involves the obli- 

the purchaser to pay for five other gation to purchase three others, 

records he may not want. Beech- Sea Drift. Beechanii John Brownlee, 

am’s version is excellent, Toye’s baritone, the London Select Choir 

both prosaic and poorly reproduced. and London Philharmonic Orches- 

On Hearing the First Cuckoo in Spring. tra. C-Set 290 — $7.50 (not available 

Beecham and the Royal Philhar- separately). [^**fff$$]. 

monk Orchestra. U-67475— $1. There is a shade more justice for 

[*ff$]. Constant Lambert and the the “all or nothing” stricture of the 

London Philharmonic Orchestra. V- Delius Society in respect to this 

4495 — $^75. [**f$]. work, for the length of the score re- 

Though Lambert’s performance is quires about half of the album in 

a good deal more recent, and conse- which it is included. However, the 

quently more faithfully reproduced, arbitrary requirement is in any case 

I prefer the greater imagination and offensive, despite the excellence of 

poetry of Beecham’s older record- Brownlee’s singing, the elevated 

ing. The surfaces of the latter are level of the whole interpretation, 

inferior and the quality of tone Song before Sunrise. John Barbirolli 

shallow, but the music that emerges and the New Symphony Orchestra. 
conveys more than the sounds one ^-9732 — ^$1. [^ff$$]. 

hears from the Lambert record. Perhaps this symphony orchestra 

Over the Hills. Beecham and the Lon- was “new” when the disk was made, 

don Philharmonic Orchestra. C-Set but that was more than a decade 

290 — $7.50 (not available sepa^ ago. The quality of the reproduction 

rately). [***ff$$]. accords with that fact, but the per- 

This offering is a worthwhile in- formance is plausible, respectful of 
vestment, if you also want “Sea the swell and emphasis of the music. 
Drift,” “In a Summer Garden,” and Summer Night on the River. Beecham and 

an Intermezzo from Fennimore and the London Philharmonic Orchestra. 

Gerda. C-17087 — $.75. [*ff$]. 

Poris. Beecham and the London PhiU Those who are accustomed to ex- 

karmonic Orchestra. C-Set 305 — pect a distinctive quality of record- 

$7.50 (not available . separately). ing in the disks bearing the name 

[***ff$$]. of Beecham will be disappointed in 

There can be no indictment of the this offering. However, the per- 

quality of this performance or the formance is finely colored, 
recording of it; but that judgment 

OPERA 

VILLAGE ROMEO AND JULIET 

Walk to the Paradise Garden. Beecham ing for the music is beyond cavil. 

and the Royal Philharmonic Or-- Those who treasure every measure 

chestra. C-67474 — ^$1. [**ff$]. of Delius will find, in these, elo- 

The recording is a bit faint, and the quence and individuality, 
surface scratchy, but Beecham’s feel- 

OTHER OPERA EXCERPTS 

Virtually all the remaining excerpts the technical quality has been liberally 
are available only in the restricted endorsed. They are listed without di'^ 
issues of the Delius Society, of which tailed commenU 
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Hassan: Closing Scene. Beecham, the 
London Philharmonic Orchestra 
and BBC Choir. C-Set 355 — 
$8.50 {not available separately), 

Hasson: Interlude; Serenade. Beecham, 
Heddle Nash, tenor, and the London 
Philharmonic Orchestra. C-Set 305 
— $7«50 {not available separately). 


Irmelin: Intermezzo. Beecham, London 
Philharmonic Orchestra and BBC 
Choir. C-Set 355 — $8.50 {not avail- 
able separately). 

Koango: La Colinda. Beecham and the 
London Philharmonic Orchestra. 
C-Set 355 — $8.50 {not available 
separately). 


SONGS 


Cradle Song; The Nightingale; Evening 
Voices. Dora Labette, soprano, and 
Sir Thomas Beecham. C-9092 — $1. 

A SUPERIOR bit of interpretation, ac- 
ceptably reproduced. Beecham’s 
piano-playing is more fervent than 
skillful. 

Irmelin Rose; Indian Love Song. Nancy 
Evans. — $.50. [*f$]. 

The singing is good, the reproduc- 
tion fair, surfaces indifferent. How- 
ever, there is no other recording. 


Love's Philosophy; To the Queen of My 
Heart. Heddle Nash, tenor, and the 
London Philharmonic Orchestra 
conducted by Beecham. C-Set 305 — 
$7.50 {not available separately). 
['^*f$$]. 

It is possible that there might be a 
market for this disk at the conven- 
tional price, but hardly when it in- 
volves the purchase of six other 
disks as well. 


DES PRES, JOSQUIN 


Ave Coelorum Domino; Ave Verum. Dijon 
Cathedral Choir. V-iiSyj — $1. 

[^*fff$$]. 

The remarkable texture of these 
works profits from the fine discipline 
of the chorus, and especially from 
the excellent intonation of the sing- 
ers. Clarity and balance are admir- 
ably present in the recording. 


Ave Vera Virginitos. Strasbourg^ Cathe- 
dral Choir. C-69693-~$x. [**fff$$]. 
Whether one is an enthusiast for 
music of this school or not, it is 
difficult not to take pleasure in the 
pure aural delight it offers, particu- 
larly in a performance of this 
quality. The ensemble is impeccable, 
the recording thoroughly good. 


D'INDY, VINCENT 


Istar Variations. Piero Coppola and the 
Paris Conservatory Orchestra. 
r- 1 1 559-60 — $2. [^ff$$]. 

The intricacies and sober thought of 
this music are finely realized by 
Coppola and the orchestra, though 
the recording is dull-toned and 
opaque. However, the phonograph 
enthusiast is fortunate to have as 
good an interpretation of this score, 


considering its infrequent appear- 
ance on concert hall programs. 

Suite for five instruments. Instrumental 
Quintet of Paris. F-i 1668-9 — ^$2. 
[‘^♦fff$$]. 

To JUDGE from the unconventional 
instrumentation, this work may well 
have been written for the group that 
performs it here. In any case the 
assorted virtuosi play it with sur- 
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passing fluency and tonal precision, 
and the recording is indeed satisfy- 
ing. The archaic intent of the music 
(the movements include a **Sara- 
bande” and “Farandole vari6e”) 
was brilliantly carried off by D’Indy. 

Symphony on a French Mountain Air. 
Marguerite Long, piano, and the 
Concerts Colonne Orchestra con- 
ducted hy Paul Par ay. C-Set ?.n — 
$3.50. [*^fff$$]. 


This would be a valuable album 
even were the performance not so 
distinguished as it is. Both Paray 
and Long have a superior conception 
of the music, and the execution of it 
is beautifully accomplished. It is, 
incidentally, a much more worthy 
work than its obscurity suggests. 
The recording is the studio type 
favored in France, but good of its 
kind. 


DITTERSDORF, KARL DITTERS VON 


Quartet, No. 6 in A. Perole String 
Quartet, ilf -1017-8 — $3. [^ff$$]. 

It is not likely that many music lov- 
ers could distinguish this work, by 
number, from any other of the hun- 
dred-odd by Dittersdorf, but it is 


wholly representative of his talents. 
The playing is spirited, though not 
so refined as one would desire, nor 
is the recording more than accept- 
able. 


DOHNANYL ERNST VON 


ORCHESTRAL WORKS 


Ruralia Hungarica (second movement 
only), London Symphony Orchestra 
conducted by the composer. 1^-11438 
— ^$1. See also under 

Piano, p. 127. 

There is unfortunately only a single 
section of the work included in this 
issue, a fact that makes it seem 
hardly worth the effort of having it 
conducted by the composer. How- 
ever, the performance is lively, the 
playing by the orchestra capable. 
Note that it is offered as the last 
side of the Variations on a Nursery 
Tune, which means that it is auto- 
matically accessible to those who 
possess this other work by Dohn- 
anyi. 

Suite, opus 19. Stock and the Chicago 
Symphony Orchestra, V-Set 47 — 
$3.50. [^f$$]. 

This recording has not only out- 
lasted the performing group’s career 
with Victor, but also a long silence 


followed by a resumption on another 
label. The recording docs not dis- 
guise this fact. Considering the sub- 
stantial quality of the music, there 
would be solid justification for a 
new version. Stock’s is energetic and 
well-turned, but the thinness of 
sound does not flatter the orchestra. 

Symphonische Minuten. Sir Henry Wood 
conducting the Queen's Hall Or- 
chestra. D-Set 6 — $2.50. [*^ff$$]. 

In its original American issue this 
work was described as '^Symphonic 
Minuets,” of which, of course, it is 
nothing of the kind. Rather it is a 
series of brief movements, each of 
them melodically attractive and 
musically interesting. Wood’s per- 
formance is a rather superior kind 
of routine, the playing of his or- 
chestra thoroughly professional. The 
recording is somewhat shallow, but 
its clarity is a compensation. 




DONIZETTI 


127 


PIANO WORKS 


Capricdo in F minor. Vladimir Hor- 
onvitz, 1^-1455 — $.75. 

Both the recording and the surface 
sound of this record are disadvan- 
tageous for the performer, but the 
weight of Horowitz’s virtuosity over- 
balances them. The rush of sound, 
its precision and justice are wholly 
remarkable. 

Ruroiia Hungarica. Edward Kilenyi. C- 
70348—$!. [**ff$$]. 

I CANNOT find definite evidence to 


indicate whether this is the first form 
of this music or a transcription, but 
Kilenyi makes exciting stuff of it 
in any case. His finger work is ex- 
ceptional, the recording first rate, 
The excerpts he chooses are the 
“Allegro Grazioso” and the “Molto 
Vivace,” which, with the orchestra) 
excerpt described above, comprise 
the entire suite in a somewhat un- 
appetizing ragout. 


WORK FOR PIANO AND ORCHESTRA 


Variations on a Nursery Tune. Dohnanyi, 
piano, with the London Symphony 
Orchestra conducted by Lawrance 
Collin^ood, V-Set 162 — $3.50. 

[**fff$$]. 

The charm and humor of this work 


are discoursed with warmth and wit 
by the performers, with the com- 
poser employing his considerable 
virtuosity with excelling taste. Con- 
sidering its age, the recording is 
excellently resonant and faithful. 


QUARTET FOR STRINGS 


No. 2 in D flat, opus 15. Roth Quartet. 
C^Set 367 — $3.50. [**ff$$]. Flonzaley 
Quartet. V-Set 90 — ^$3.50. [fff$$$]. 
Sentimentalists may be attracted by 
the potency of the Flonzaley name, 
but this aged recording cannot com- 


pare, either musically or technically, 
with the contemporary one by the 
Roths. The latter group assail its 
juicy patterns with a little more en- 
thusiasm than it can control, but 
the outcome is persuasive. 


DONIZETTI, GAETANO 


OPERAS 

DON PASQUALE 


Complete opera. Carlo Sabajno con- 
ductingr the La Scala Orchestra, with 
Ernesto Badini (Don Pas quale), 
Tito Schipa (Ernesto), and Adelaide 
Saraceni (Norina). V-Set 187 — 
$15.50. [^ff$$]. 

An issue of this sort is one for the 
phonograph enthusiast to treasure* 
particularly, for it is not likely that 
an American institution would 
spend the effort to duplicate its spirit 
and finesse. The flexibility of 
Schipa’s voice, the taste and scope 
of his artistry are in prime shape in 


this series. Badini is also an excel- 
lent performer, and though Sara- 
ceni’ s voice is light, it is properly 
colored for the soubrette role with 
which she is concerned. Sabajno 
controls the performance capably. 
The recorded sound lacks forceful- 
ness, but it is admirably clear. 
Sogno soave c casto. Schipa. V-12Z2 — 

$.75. [*fff$$]. 

For the pleasure of hearing the 
liquidity and ease of Schipa’s voice 
at its best, the listener must accept 
the characteristics of a recording a 
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dozen years old. However, that is 
hardly a sacrifice, considering the 
beauty of his performance. 

Notturno. Galli-Curci and Schipa, 
^-i755~$.75. [*fff$$]. 


This is a really rare job, for it finds 
both of these highly variable singers 
in a mood of high accuracy and ad- 
mirable restraint. The recording is 
antiquated but not intolerable. 


ELISIR D'AMORE, V 


Quonto e Bella. Luigi Fort. <7-4193 — 
$.75. [**ff$$]. 

To THE excellent effect which his 
lovely voice makes in this music, 
Fort adds a remarkably sung 
cadenza that is of itself cause for 
investigating the disk. The record- 
ing is good. 

Una furtiva lagrima. Crooks. ^-15235 — 
$1. [^*ff$$]. Schipa. i^-6570— $1. 

[*ff$$]. Gigli. /^-7i94— $1. [**f$$]. 
Caruso. V-S016 — $1. [*fff$$]. 

Of the three records that are hon- 
estly comparable, that which offers 


the Crooks performance is clearly 
preferable. His voice does not have 
the finesse of Schipa’s, nor the rich- 
ness of Gigli’s, but his singing is 
better supported and recorded than 
the former and not nearly so lugu- 
brious as the latter. Moreover in its 
own right it is a thoroughly enjoy- 
able piece of singing. One need 
hardly say that Caruso’s velvety 
tones shame all of these any more 
than one need say that the record- 
ing is antiquated. 


FAVORITA. LA 


O mio Fernando. Sigrid Onegin. ^-7191 
~$i. [^ff$$]. 

Since the Marian Anderson per- 
formance pressed here on the Royale 
label is no longer available, the 
Onegin disk is presently without 
challenge. However, it retained its 
place against that challenge for the 
virtuosity of Onegin’s singing is im- 


pressive, her mastery of the style un- 
deniable. 

Splendon piu belle. Ezio Finza. 1^-7552 
— $1. [^fff$$]. 

The astounding fullness and power 
of Pinza’s voice are brilliantly mus- 
tered here, with excellent utility to 
the music. 


LA FILLE DU REGIMENT 


Overture. Grand Opera Orchestra of 
Milan, anonymously conducted. D~ 
25082 — ^$.75. [*f$$]. 

SiNGULARiTT is about the only virtue 
of this recording, for the perform- 
ance is stodgy, the recording feeble. 

Chacun le salt; II faut partir; Et mon 
coeur va changer; Salut h la France. 
Lily Pons and the Metropolitan 
Opera Orchestra directed by Pietro 
Cimara. C-Set X206— $2.50. [**ff$$]. 
The distinctive charm of Pons’ sing- 
ing here is by no means inexplicable, 


for she was the prominent figure in 
the Metropolitan’s revival of the 
opera in the 1940-41 season. It is 
noteworthy that her intonation is 
more consistently secure than ordi- 
narily, and aside from some devia- 
tions on **Salut k la France,” the 
voice is sensitively disciplined 
throughout. The recording is much 
above the recent norm of Columbia, 
and Cimara’s forcefulness is well- 
reproduced. 


LUCIA Dl LAMMERMOOR 


Complete opera. Lorenzo Molajoli con- 
ducting the La Scala Orchestra and 
chorus <mth Enzo de Muro Lomanto 
(Edgar do), Mercedes Capsir 

(Lucia), Enrico Molinari (Enrico), 


and Salvatore Baccaloni (Rat- 
mondo). C-Set Op. 20 — $13.50. 
[’^*ff$$]. 

Robustness and vigor are the prime 
qualities of this performance, which 
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has the especial virtue of Lomanto^s 
violently mellifluous singing. Capsir 
is hardly as good a soprano as one 
would prefer in a complete record- 
ing of a coloratura’s showpiece, but 
her singing is consistently musical 
and free of eccentricities. All of the 
collaborating male singers have 
rugged voices and the hearty manner 
inseparable from this score. Both 
chorus and orchestra are excellent. 
The recording was made in a studio, 
but aside from a lack of background 
resonance it is suitable for the pur- 
pose. 

Sextet. GallUCurci, Homer, de Luca, 
Pinza, Giffli, and Bada. T- 10012 — 
$3.50. [*fff$$]. Capsir, De Muro, 
Molinari, Baccaloni, Mannarint, and 
Venturinu <7-9145 — $1. [*^f$$]. 

Galli-Curci, Caruso, Egener, de 
Luca, Journet, and Bada, V-10000 — 
$3.50. [*ff$$]. Hackett, Stracciari, 
Barrientos, Mardones, Noe, and 
Meader. C-7180 — ^$1. [^ff$$]. 

Those who want a complete version 
of the Sextet are directed to the ex- 
tract from Columbia’s recording of 
the whole opera, noted here as 
€-9145. However, those who want 
the Sextet for the conventional pur- 
poses — namely, the pleasure of hear- 
ing six voices tracing the patterns of 
this amazing scene — should not deny 
themselves the Galli-Curci-Pinza- 
Gigli version, despite the preposter- 
ous price. These are the voices by 
which it may be identified, but a 
principal contributor to its quality is 
the inaudible Giulio Setti, who does 
a remarkably musical job of con- 
ducting and balancing the ensemble. 
It is tolerably well recorded, but in 
any case much more faithfully than 
either the Caruso-Galli-Curci or the 
Hackett-Barrientos, both of which, 
naturally, pre-date electrical record- 


ing. Why the first of these should 
cost three times the price of a 
Melchior-Flagstad duet with a sym- 
phony orchestra, I can’t say. 

Mad Scene. Toti dal Monte, F-36285 — 
$.75* [^fff$$]. Pons. T- 7369 -~$i. 

P^ff$$], Lina PagliughL D-25823— 
$•75- Pff$$$]. Lina Aimaro. (7-69489 
— $1. P^f$$]. 

Along with Pons and Pagliughi, 
Dal Monte sings the entire scene, but 
with a higher level of accuracy than 
either and a firmly centered F in alt 
at the end of each side. However, 
the music is mixed with a consider- 
able grind, caused either by a de- 
fective master or poor surface ma- 
terial. For the Pons public, she sings 
with substantial precision, though 
her voice is not as resonant as Dal 
Monte’s. Pagliughi sings efficiently, 
though with little color or animation. 
Aimaro contents herself with ‘^Ardon 
gl’incesi,” a wise decision indeed; 
for her piping tones make this even 
more unendurable than it need be. 

Giusto cielo! Rispondete; Tu che a Dio 
spiegasti. Pinza and GiglL F-8096 — 

$1. [^ff$$]. 

Pinza has only half the music to 
sing on this disk, but he is responsi- 
ble for a much higher percentage of 
its . attractiveness. Gigli’s self-pity 

‘ exceeds the amount to which even 
an operatic tenor is entitled, but the 
blend of his and Pinza’s voices is 
memorable indeed. 

Giusto cielo! Galliano MasinL (7-17159 
—$.75. [*^ff$$]. 

With his old-fashioned melodra- 
matics Masini combines an old- 
fashioned richness of voice, which 
will no doubt please those who care 
for this old-fashioned music. As the 
description suggests, this contains 
only the tenor part of the scene. 


LUCREZIA BORGIA 

Brindisi. Onegin, ^-1367 — $.75. [*ff$$]. and interest to her spirited perform- 
Onegin’s remarkable range and her ance of this -display piece, 
stunning command of it lend vitality 
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DOWLAND, JOHN 


Awake, Sweet Love. Dolmetsck Family* 
C-57X5“-$.75. 

The performance by the Dolmetsches 
is no more aflfected than one would 
expect of them, and reasonably well- 
recorded. 

Come Again, Sweet Love. Lehman Engel 
Singers* <7-4166 — $.75. [*ff$$]. Max 
Meill r-i5i66--$i. [**f$$]. Gladys 
Swarthout, /^-i6778—$i. [**f$$]. ^ 
Though the Engel performance is 
poorly recorded, and indifferently 
sung, it is nearer to the intention of 
the composer than the solo perform- 
ance by Meili. However, the pur- 

DUBENSKY, 


Gossips. Fahien Se^vitzky and the Phil-' 
adelphia Chamber String Sim-- 
fonietta. F-4186 — ^$.75. [*ff$$]. 

An entertaining piece, skillfully 
played by this ensemble composed 

DUKAS, 


chaser should expect no miracles of 
even this recommended version. 
There is, of course, the alternative 
of Swarthout, but her fine English 
enunciation is no more than the be- 
ginning of a comprehensive perform- 
ance — which does not reach fulfill- 
ment. 

Come, Deep Sleep, Stockholm Madrigal 
Choir. D-202Z9 — $-50. [*ff$$]. Max 
Meili. r-15166— $1. [*^f$$]. 

In this instance, too, I prefer the 
ensemble performance, though it is 
no shining example of recording 
technique. 

ARCADY 


largely of Philadelphia Orchestra 
men. The recording is not remark- 
able but equal to the needs of the 
music. 


PAUL 


L^ Apprenti sorcier. Stokowski and the 
Philadelphia Orchestra. V-^Set 717 — 
$2.50. [***ff$$]. Gauhert and the 
Paris Conservatory Orchestra. C-Set 
X75 — ^$2.50. [*ff$$]. Toscanini and 
the Philharmonic-Symphony Orches- 
tra. F-7021 — $1. [*f$$]. 

To REJECT the marvellously resonant, 
incisively precise version of Stokow- 
ski for anything less than its equiva- 
lent in power and fidelity may seem 
rash indeed, but I cannot down the 
feeling that Stokowski is more con- 
scious of Stokowski here than he is 
6f Dukas. Unquestionably his is a 
stunning example of contemporary 
recording, but the wit and fantasy of 
the score are more considerately rep- 
resented by Gaubert, with his ca- 
pable orchestra and modest record- 
ing. The Toscanini performance is, 


to me, excluded from this discussion, 
because the unceasing briskness of 
his tempo, the prevailing humorless- 
ness of his conception are inimical 
to Dukas’s intention. The orchestra 
plays splendidly, but the recording 
is no better than one would expect 
from an issue of 1929, 

P^ri, la. Gabriel Pierni conducting the 
Concerts Colonne Orchestra* D- 
25133-34— $1.50. 

There is convincing emotion in this 
performance as well as a thorough 
acquaintance with the style. The re- 
cording is remarkably blurred and 
tubby, but not so much as to obscure 
the work’s anticipation of Ravel’s 
Daphnis et Chloe as well as its in- 
debtedness to Rimsky-ICorsakoff’s 
Scheherazade. 

Fanfore from La PSri G. E. InghelhtecM 
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and the Grand Orchestre des Festi^ 
vals Dehussy. (7-69318 — $i. [**ff$$]. 
Inghelbrecht plays this music effec- 
tively, but it is difficult to get at, 
since it occupies the second half of 
the last side of the album, and is not 
separated by a distinguishable mar- 
gin, The recording is good. 


Variations on a Theme by Rameau. 

Yvonne Lefehure, piano. V-Set 385 
-~$a.50. 

Dukas’s musicianship and skill are 
fancifully employed in his tasteful 
exposition of an attractive fragment 
by Rameau. Lefebure’s sensitive 
playing is faithfully reproduced. 


DUPARC HENRI 


Chanson triste. Charles Panzera. V- 
— $.75. [**ff$]. Ninon V allin, 
soprano. D-25843 — $.75. [*ff$$]. 
PanzIra’s artistry as well as the 
intrinsic lyricism and suavity of his 
voice are splendidly reflected in his 
performance of this music and the 
recording of it. The singing of Vallin 
is hardly less estimable, but it is not 
nearly so well-reproduced. 

Extase. PanzSra. T-15798 — $1. [**ff$$]. 
The singer’s pre-eminence in works 
by this composer is sustained by his 
performance of this song. It is diffi- 
cult to imagine a more intense or 
subjective statement of its contents. 
Invitation au voyage. Panzer a. T-7973 — 
$1. [*^ff$$]. 

See entry above. This is hardly as 
good a recording as the preceding, 
but it is adequate. 

Lamento. Panzer a. ^-15798 — ^$1. 

[*^ff$$]. 

See Extase. 

Phidyl6. Ninon Vallin. D-20325 — $.50. 
[*ff$]. 


At the price asked, this is an irre- 
sistible bargain, despite the flaws of 
the recording. However, the quality 
of Vallin’s singing is not to be offset 
by insufficiencies of recording. 
Serenade florentine. PanzSra. T-15798 — 
$1. [♦♦ff$$]. 

See comment for “Lamento.’* 

Soupir. PanzSra. F-1892 — $.75. [*ff$$]. 

See comment for “Chanson triste.” 
Testament. PanzSra. ^-15799 — $1. 

[*’^ff$$]. 

See comment for “Chanson triste.” 
Vague et la cloche, la. PanzSra. T- 

i5799-~.$i. [^*ff$$]. 

Note that Extase, Lamento, SSrSnade 
florentine, Testament, and La vague 
et la cloche are included in V-Set 
628, selling at $2.50. 

Vie ant6rieure, la. PanzSra. i^-7973 — ^$1. 
[**ff$$]. 

Though not included in Panzera’s 
album, it is partner to “Invitation au 
voyage,” described above. The re- 
cording is excellent. 
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CONCERTOS 

VIOLIN AND ORCHESTRA 


Concerto in A minor, opus 53 . Yehudi 
Menuhin and the Paris Conserva- 
tory Orchestra conducted hy Georges 
Enesco. V-Set 387 — ^$4. [**fff$$]. 
Menuhin’s strong, aggressive per- 
formance is enhanced by recording 
that emphasizes the suavity of his 
tone rather than its roughness. This 


is not one of the magisterial con- 
certos of the literature, but it is 
welcome replacement for some of 
the lesser ones that are too fre- 
quently heard. Enesco’a conducting 
is eminently sympathetic, the re- 
cording not too well-defined but 
excellent in tonal quality. 
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VIOLONCELLO AND ORCHESTRA 


In B minor, opus 104 . Pahlo Casals, and 
the Czech Philharmonic Orchestra 
conducted by Geor^ Szell. V-Sei^s ^ — 
$5.50. [^*f£$$]. Emanuel Feuermann, 
^tx^ith orchestra conducted by Michael 
Taube, D-25300-04 — $3.75. [*ff$$$]. 
Fexjermann’s virtuosity and musi- 
cianship are wholly comparable to 
those of Casals, but the mechanical 


aid he receives is considerably in- 
ferior. Moreover, the playing of the 
Czech orchestra and the conducting 
of Szell are quite beyond the reach 
of the forces collaborating with 
Feuermann. Thus the disparity in 
price between the two versions can 
hardly be a decisive factor. 


OPERA EXCERPTS 


Jacobin, the. Unidentified orchestra, 
anonymously conducted. — 

$.75. 

The performance is dutiful, the ma- 
terial ingratiating. It is not, how- 
ever, especially characteristic of the 
composer. 

Russaika. Philharmonic orchestra con-- 


ducted by Frieder W eissmann. D- 
25292-3— $1.50. [*ff$$]. 

If marschner’s name were signed 
to this potpourri it is not likely that 
many music lovers would incline an 
eyebrow. The music is prosaic, the 
performance no better than it de- 
serves. 


ORCHESTRAL WORKS 


Carneval Overture. Vaclav Talich and 
the Czech Philharmonic Orchestra. 
F-13710 — ^$1. [^*fff$$]. Fiedler and 
the Boston *^Pops** Orchestra. V- 
12159 — $1. [**ff$$]. Stock and the 
Chicago. Orchestra. /^-36290 — $.75. 
[*ff$$]. Barlovj and the CBS Or- 
chestra. C-70739 — $1. [*^f$$]. 

Why there should be four versions 
of this overture (three of them from 
a single company) I can’t pretend 
to know. And, after hearing the 
Talich version, I can’t understand 
why there should be more than one. 
Flis is the only one I know of in 
which there is formal unity, logic, 
and continuity to balance the Wag- 
nerisms of the score. The recording 
is splendidly vigorous. Of the ad- 
ditional versions, the Fiedler effort 
is both reasonable and good, the 
Stock version reasonable, and the 
Barlow neither. 

Legend. Sir Thomas Beecham and the 
London Philharmonic Orchestra. C- 
68387—$!. [**ff$$]. 

A FANCIFUL, ingratiating work, 
played with admirable vitality and 
enthusiasm by Beecham. The re- 
cording is excellent. 


Scherzo capriccioso. Ormandy and the 
Minneapolis Symphony Orchestra. 
^-8418—$!. [^^ff$$]. 

Though many of Ormandy’s phono- 
graphic enterprises have found him 
involved with works beyond his 
capacity, this is one with which he 
is able to deal on equal terms. The 
playing is forthright and reason- 
able, the recording full-bodied. 

Slavonic Dances, Nos. 1 - 16 . Vaclav 
Talich and the Czech Philharmonic 
Orchestra. V-Sets 310 and 345 — 
$8.75. [**fff$$]. 

If for no other reason, the demise 
of this brilliant organization and 
its recorded products is enough to 
make every music lover deplore the 
disappearance of Czechoslovakia 
from the current European map. 
However, one can think of no more 
glorious memorial to any perform- 
ing group than these gay and 
melancholy vignettes of Bohemian 
life. The recording is exceptionally 
good. 

Individuol Dances (Numbered in the 
orchestral sequence.) 

No. 1 in C. Talich and the Czech Phil- 
harmonic Orchestra. V-tt^2$ — $r. 
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Issai Dohro<wen and the 
Berlin Philharmonic Orchestra^ D- 
25170 — $.75. pf$$]. Myra Hess and 
Hamilton Harty, piano duet. C- 

DB1235— $.75. 

Dobrowen’s feeling for this music 
is remote from Talich’s, and the re- 
cording of his smaller orchestra is 
much inferior. However, there is 
authentic interest in the Hess-Harty 
performance, for the dances were 
originally cast in this form. The 
playing and recording are both ex- 
cellent. 

No. 2 in E minor. Talich and the Czech 
Philharmonic Orchestra. F-11925 — 
$1. [**fff$$]. Dobronaen and the 
Berlin Philharmonic Orchestra. D- 
25170 — $.75. .[*f$$]. Fritz Kreisler, 
^violin, i^-1414 — $.75. [*^f$$]. 

See entry above in re the orchestral 
performances. Kreisler’s arrange- 
ment (transposed to G minor, and 
noted as *‘No. 1”) is musicianly, but 
his playing is too generously charm- 
ing, marked by an excess of nuance. 

No. 3 in D. Talich and the Czech PhiU 
harmonic Orchestra, F-11926 — $x. 
[*fff$$]. 

No. 4 in F. Talich and the Czech Phil- 
harmonic Orchestra. F-4353 — $.75. 
[**fff$$]. Blech and the Berlin State 
Opera Orchestra. /^-ii478 — ^$1. 
[^ff$$$]. 

The Blech performance may be 
found on the sedond side of the final 
disk of the Schubert fifth symphony 
and is not likely to tempt anyone as 
a single purchase. The reading is 
capable enough, but hardly in the 
class of Talich’s. 

No. 5 in A. Talich and the Czech Phil- 
harmonic Orchestra, F-4354 — $.75. 
[^*fff$$]. 

No. 6 in A flat. Talich and the Czech 
Philharmonic Orchestra. F- 1192 6 — 
$1. [**fff$$]. Frieder W eissmann 
and an anonymous orchestra. D- 
* 5543 — $- 75 - 

Weissmann directs his men effec- 
tively, but the ensemble and its re- 
cording arc both second-rate. 
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No. 7 in C. Talich and the Czech Phil- 
harmonic Orchestra. F-4354 — $.75. 
[**fff$$]. 

No. 8 in G minor. Talich and the Czech 
Philharmonic Orchestra. /^-ii927-— 
$1. p^fff$$]. Stock and the Chicago 
Orchestra. ^-6649— $1. ['*'ff$$]. 

Dobro^en and an anonymous or- 
chestra. Z)-25i44 — $.75. [*f$$$]. 

Ossy Renardy, molin. (7-69544 — $1. 
p*ff$$]. 

Talich’s beautifully turned perform- 
ance is comfortably superior to 
either of the other orchestral 
records. Renardy’s playing is violin- 
istically brilliant but not as spirited 
as it might be. 

No. 9 in A. Talich and the Czech Phil- 
harmonic Orchestra. F-11927 — ^$1. 
[**fff$$]. 

No. 10 in E minor. Talich and the Czech 
Philharmonic Orchestra. T-11928 — 
$1. [*^fff$$]. Yehudi Menuhin^ 

violin, 14905 — $1. [**ff$$]. 

The solo performance can hardly 
be said to challenge, or compete 
with, the orchestra’s, but on its own 
terms it is a richly colored, sensi- 
tively phrased interpretation. 

No. 11 in F. Talich and the Czech Phil- 
harmonic Orchestra. 7^-4355 — ^$.75. 
[**fff$$]. 

No. 12 in D flat. Talich and the Czech 
Philharmonic Orchestra. V-11^2 % — 
$1. [*^fff$$]. 

No. 13 in B flat minor. Talich and the 
Czech Philharmonic Orchestra. V- 

4355— $-75- [•*£££$$]. 

No. 14 in B flat. Talich and the Czech 
Philharmonic Orchestra. ^'-43 56— 
$.75. [^*fff$$]. 

No. 15 in C. Talich and the Czech Phil- 
harmonic Orchestra, i^-4356 — $.75. 
[**fff$$]. 

No. 16 in A flat. Talich and the Czech 
Philharmonic Orchestra. F-4357 — 
$-7S- [**fff$$]* Dobrovjen and an 
anonymous orchestra. D-25144 — $.75. 
[^f$$]. Kreisler, violin. F-7225 — $1. 
[*^f$$]. 

As IN the beginning, so in the end. 
Dobrowen’s performance is shamed, 
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on every count, by Talich’s. Kreis- 
ler’s conception is immersed in a 
rich wash of tone, but it is man- 
nered. and oversophisticated. The 
recording, save for the faintness of 
Lamson’s piano, is good. 

Slavonic Rhapsody. Sir Thomas Beecham 
and the London Philharmonic Or^ 
chestra. C-Set X55 — ^$2.50. [^*fff$$]. 


A PARTICULAR virtue of this issue is 
the opportunity to hear Beecham 
conduct material very similar to that 
of the Slavonic Dances, somewhat 
more elaborately presented. It is a 
delightful piece, played with splen- 
did rhythmic freshness and vitality, 
and reproduced with admirable 
fidelity. 


SYMPHONIES 


No. 2 in D minor. Talich and the Czech 
Philharmonic Orchestra, V-Set 663 
-$5.50. [**fff$$]. 

The conductor and players do 
ample honor to the introspection of 
this work, but it is not so successful 
an undertaking in the symphonic 
form as the better known fourth and 
fifth symphonies. However, one can- 
not conceive of it better performed 
or reproduced with greater clarity. 

No. 4 in G. Talich and the Czech Phil- 
harmonic Orchestra, V-Set 304 — 
$5.50. [**fff$$]. 

There is no comparison in celebrity 
•between this and the fifth symphony, 
but this is one of the most ingratiat- 
ing works in the literature, a fact 
enhanced by Talich’s deft, under- 
standing performance. It is repro- 
duced with excellent clarity and fine 
sonorous tone quality. 

No. 5 in E minor. Leopold Stokowski 


and the All-American Totith Or- 
chestra, C-Set 416— $6. 

Georff Szell and the Czech Phil- 
harmonic Orchestra, V-Set 469 — 
$5.50. [*^ff$$]. Stokowski and the 
Philadelphia Orchestra, V-Set 273 
-$5.50. [^*ff$$]. 

Though the new Columbia album 
directed by Stokowski is slightly 
more expensive than either of Vic- 
tor’s (including one of five years 
ago by Stokowski) it is a consider- 
ably better value, and thus entitled 
to the purchaser’s preference. It is 
no less affected by the whims and 
eccentricities of Stokowski’s impres- 
sion of this work, but the whole 
conception is far more vital and in- 
vigorating than Szell’s sober, rather 
stodgy one. In addition the wonder- 
ful quality of the youthful orchestra, 
its energy and superb discipline are 
splendidly reproduced. 


QUARTETS FOR STRINGS 


In E flat, opus 51. Lener String Quartet, 
C-Set 369— $4.50. [**ff$$]. 

The principal attraction of this work 
is its moving Dumka (slow move- 
ment) played with fine discrimina- 
tion and control by the Leners. How- 
ever, the balance of this derivative 
score is not enlivened by any 
prodigies of execution. The record- 
ing is a little thin. 

In F, opus 96. Budapest Quartet. V-Set 
68i~$3.5o. [***fff$$]. Roth Quartet. 
C-Set 328— $3.50. [**ff$$]. 

Such musicianship and spirit as the 
Budapest players bring to this work 
would enhance even a less attractive 
score. In combination with the 


warmth and shapeliness of these 
patterns, the delights of the album 
are hardly measurable. The Roths, 
for their part, play with style and 
feeling, but with no such abundance 
of either as the Budapest players 
possess. In addition the Victor re- 
cording is considerably more recent. 

In A flat, opus 105. Prague Quartet, 
V-Sei 492— $3,50. 

There is more of Smetana in this 
score than in the more familiar 
chamber music of Dvorak, and the 
Prague players realize all of it with 
fine strength and tonal quality. It 
should be noted, however, that the 
finale is cut 
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QUINTETS 

STRINGS 


In E flat, opus 97 , Prague Quartet, nmtk 
Richard Kosderka, viola. V-Set 8ii 
—$4.50. 

Those who find the works com- 
posed by Dvorak during his Ameri- 
can visit a special and attractive 
aspect of his creative catalogue will 
want to include this in their collec- 
tion. It has much of the quasi- 


American, essentially Bohemian 
qualities to be found in the E minor 
symphony and the quartet in F. I 
would prefer to hear them from a 
more robust, tonally potent group 
than the Prague ensemble, but the 
playing is technically proficient and 
well-reproduced. 


STRINGS AND PIANO 


In A, opus 81 . Schnabel, piano, and the 
Pro Arte Quartet. V-Set 219 — $4.50, 
pff$$]. 

It is possible that this work would 
mean more to musicians closer iden- 
tified with its background and na- 
tional spirit, for the collaboration 
of Schnabel and the Pro Artes can- 
not be characterized by stronger 

SEXTET FOR 

In A, opus 48 . The Budapest Quartet, 
vjitk John Moore and fVatson 
Forbes. V-Set 661— $4.50. P**ff$$]. 

A SUPERIOR example of ensemble 
playing, vibrant in tone and abun- 


words than* musicianly and con- 
scientious. The conspicuous impres- 
sions of the performance are, 
eventually, objectivity and detach- 
ment However, one could hardly 
hear a better-balanced recording, 
though the tonal mass is not over- 
powering. 

STRINGS 

dandy energetic. It antedates 
Dvorak’s assumption of true in- 
dividuality, and is, as might be said, 
long for its length. The recording is 
very satisfying. 


SONATINA FOR VIOLIN AND PIANO 


In G, opus 100 . Ossy Renardy, violin, 
and PF alter Robert, piano. C-Set 
X129 — $2.50. [**ff$$]. Slow move- 
ment only. Kreisler. ^-7225 — $1. 

Renardy and Robert offer a sym- 
pathetic, unpretentious reading of 
this attractive work, of which the 
slow movement has been appro- 


priated by Kreisler for the piece he 
calls Indian Lament. His treatment 
of this section is more subtle and 
varied than Renardy’s, but the 
piano is ridiculously subordinated, 
considering that this music origi- 
nated as part of a chamber music 
work. 


SONGS 


Songs My Mother Taught Me. Richard 
Crooks, tenor. V-iSoS — ^$.75. [♦*ff$$]. 
Kirsten Flagstad, soprano, r-2009 — 
$• 75 * [**'^ff$$]. Rosa Ponselle, 

soprano. ^-1319 — ^$.75. [*ff$$]. 

Kreisler, violin. ^-1414 — ^$.7$. 

Casals, cello. F-7 19s — $1. 

A CHOICE here might well derive 
from a preference for one or an- 


other of the vocalists mentioned. 
Everything considered, the Crooks 
version is less mannered than the 
other two. Of the instrumental per- 
formances, the purchaser is merely 
warned that the song Kreisler’s 
mother taught him must have been 
written in Vienna, not far from the 
Burgtheater. 
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TRIO FOR STRINGS AND PIANO 


In F minor, opus 65 . Budapest Trio. 
i)-25732-5— $3. [^ff$$]. 

The performance is thoroughly 
capable, but the recording is muddy, 
the surfaces a constant irritation. It 


should be noted, too, that this is not 
the celebrated Dttmka trio, of which 
there is no recording at the present 
time in an American catalogue. 


MISCELLANEOUS 


Humoresque. Hans Barth, piano, V- 
20203 — $- 50 * [*ff$$]. Elman, violin, 
i^-6836~-$i. [^*ff$$]. Kreisler, 

violin, F- 1 52 1 7 — $1. [**f$$$]. 

Queen*s Hall Orchestra conducted 
by Sir Henry Wood, D “25613 — $.75. 
[*f$]. 

If there are any who desire this 
work for musical reasons, the ver- 
sion to choose is the one that re- 
spects Dvorak’s original intention — 


the piano performance by Barth. It 
is capable, unostentatious, musi- 
cianly. Kreisler’s overphrased, need- 
lessly emotional version must be re- 
jected, if only in favor of the slightly 
less offensive one by Elman. Wood’s 
treatment is uneventfully common- 
place. 

Indian Lament 

See ^‘Sonatina in G”^ — ^Slow Move- 
ment, p. 135. 


EICHHEIM, HENRY 


Bali. Leopold Stohovoski and the Phila-- 
delphia Orchestra, — $2. 

[*^*ff$$]. 

From Eichheim’s standpoint, “Lon- 
don Bridge Is Falling Down” would 
be a theme rich in pregnant possi- 
bilities, but this lack of inventive 
resource does not diminish the aural 
interest of the orchestral texture 
and sonorities of this work. Even its 
curious suggestions of the “Corona- 
tion Scene” from Mussorgsky’s Boris 
are impressively reproduced in this 


gaudy performance by Stokowski 
and the Philadelphia Orchestra. 

Japanese Nocturne. Stokowski and the 
Philadelphia Orchestra. V-yzSo — $1, 
[**ff$$]. 

The poetic suggestion here is of the 
picture post card variety, but it is 
touched up with a good deal of 
orchestral resourcefulness. Needless 
to say, its effects are enormously 
heightened by Stokowski’s lively 
realization of every ingenuity it 
contains. 


ELGAR, SIR EDWARD 


CONCERTO 


For Violin in B minor, opus 61 . Yehudi 
Menuhin, violin, with the composer 
conducting the London Symphony 
Orchestra, V-Set i74-~$6.5o. p*fff$$]. 
Under the guiding influence of the 
composer, Menuhin accomplished 
one of the most flattering summa- 
tions of his talents that can be 
found on disks. It is technically 


magnificent and powered by excep- 
tional earnestness and warmth. His 
tone, too, is a good deal rounder 
than it ordinarily is on records. In 
other ways, as well, this is a fortu- 
nately successful recording— the or- 
chestra is finely balanced, the solo 
instrument excellently projected. 
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ORCHESTRAL WORKS 


Dream Children, opus 43. Hamilton 
Harty and the Halle Orchestra, C- 
68002— $1. [*ff$$]. 

The performance of these two brief 
pieces for chamber orchestra is very 
understanding, though the record- 
ing has its deficiencies. Note that it 
can be found on the final side of 
H arty’s set of the “ ‘Enigma’ Varia- 
tions.” 

'Tnigma" Variations. Adrian Boult and 
the BBC Orchestra. V-Set 475 — 
$3-50* Hamilton Harty and 

the Halle Orchestra. C-Set 165 — 
$4.50. [^ff$$]. Sir Henry Wood and 
the Queen^s Hall Orchestra. D-25739- 
42— $3. [^*f$]. 

Each of these versions has its in- 
dividual virtues and blemishes. As a 
performance I prefer the Boult issue, 
which is also the most recent record- 
ing and a good deal more faithful 
to the sound of the orchestra than 
its competitors. Only six sides are 
used, which results in some disturb- 
ing separations (each of the others 
uses seven sides). However, the 
Harty performance is not compar- 
able as a recording, and the Wood, 
though bright and clean, is not as 
persuasive an interpretation. 

Introduction and Allegro, for strings. 
Boult and the BBC Orchestra. F- 
Set 635 — $2.50. [**ff$$]. Boyd Neel 
and his Stringr Orchestra. O-25552-3 

$1.50* 

Those who demand a luxus quality 
of string tone should choose the 
Boult version, which is a truly rich 
and ear-filling experience. The per- 
formance is also amply energetic. 
However, there is solid virtue in 
the Neel performance, and robust 
musical feeling. The recording has 
good body, though some of the low 
strings are occasionally blurred. 

Pomp and Circumstance, No. 1. Wood 
and the London Philharmonic Or- 
chestra. C-70364 — $1. [*^fff$$]. 

Fiedler and the Boston ^'Pops** Or- 


chestra. T-ri885— $1. [^^ff$$]. 

Stock and the Chicago Orchestra. 
^-6648—$!. pf$$]. H. M. Grenadier 
Guards Band. — $*75* [*f$$]. 

Fiedler’s characteristic incisiveness 
is admirably mustered for his per- 
formance, but he cannot match the 
inciting energy, the special feeling 
in the Wood interpretation, which 
makes of this much-battered march 
a grave and imposing thing. It is 
also splendidly reproduced, though 
there is little distinction between the 
two in this respect. The much older 
Stock version is disfigured by poor 
recording as well as by a sluggish 
organ in the background. Aside 
from a vocal treatment of “The 
Land of Hope and Glory,” the band 
.recording has little to offer beyond 
blatant recording. 

Land of Hope and Glory. Victor Male 
Chorus. T-19783 — ^$.50. [*ff$$]. 

Coldstream Guards Band. ^"-3623 6 
-$.75. p*ff$$]. 

This is the celebrated middle sec- 
tion of the first “Pomp and Circum- 
stance” march, in a pair of non- 
Elgarian arrangements. That by the 
Victor Male Chorus is merely a 
statement of the fervent tune itself, 
sung with high-schoolish enthusiasm, 
but good musical discipline. The 
band offers a tremendously resonant 
iteration of the tune, guided by a 
cornet solo. It is recorded with great 
generosity. 

Pomp and Circumstance, No. 4. W ood 

and the London Philharmonic Or- 
chestra. C-70364 — $1. [^*fff$$]. 

Coldstream Guards Band. V-^62^S 
— $.75. [*^ff$$]. Grenadiers Guards 
Band. Z)-25754 — $.75. 

Though Wood repeats the emphasis 
and fervor noted in his performance 
of the more celebrated March No. i 
he has no such durable material to 
work with. Consequently the re- 
sults are merely loud sounds of no 
compulsion. The band records are 
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notable only for lung power and the 
relish with which it is used. Accord- 
ing to the evidence the Coldstreams 
are a more robust group than the 
Grenadiers. 

Sospiri. Boult and the BBC Orchestra, 
F-r26o2 — ^$1. Walter Goehr 

and a string orchestra, C-DBisoo — 

$.75. C*f$$]. 

Boult uses this brief bit of reflec- 


tion to fill out the four sides re- 
quired for his performance of Elgar’s 
“Introduction and Allegro/’ and 
thus it will pass automatically into 
the possession of many Elgarians. 
However, it is also a better single 
buy than the Goehr issue, which is 
played by a small string group and 
indifferently recorded. 


ENESCO, GEORGES 


Roumanian Rhapsody, No. 1. Ormandy 
and the Philadelphia Orchestra, F- 
18201 — $1. Stock and the 

Chicago Orchestra. C~Set X203 — 
$2.50. P*ff$$$]. 

Neither Stock nor Ormandy need 
be diiiident in the presence of the 
other’s effort, for each has its in- 
dividual distinctions. As much as 
one esteems the accuracy and au- 
thenticity of Stock’s feeling for the 
folk-quality in this music, it is im- 
possible to resist the dazzling per- 
fection of the Philadelphia Or- 
chestra’s playing, especially the 
magnificent solo efforts of Messrs. 
Kincaid (flute), Tabuteau (oboe), 
Heifetz (cello), etc. And Ormandy’s 
fervent energy here has a proper 
outlet. But it must be pointed out 
that Stock uses three sides and thus 
presents the whole of the Rhapsody, 
whereas Ormandy’s compression re- 
quires a small cut. Moreover the 
reproduction of the Chicago or- 
chestra is the best of a native group 
yet attained by Columbia. 

Roumonian Rhapsody, No. 2. Hans Kin- 


dler and the National Symphony Or- 
chestra. F-18202 — $1. [^^^ff$$]. 
Though one could hardly call 
Kindi er the epitome of Roumanian 
vivacity, it is a fact that this is a 
much more subjective work than the 
first Rhapsody, and his introspective 
treatment is justified. His feeling for 
the work is finely just, and he makes 
much of the Sibelian section on the 
second side. The recording is ex- 
cellent. 

Sonata in A minor. No. 3 . Hephzihak 
and Yehudi Menuhin, F-Set 318— 
$3.50, 

The astonishing ability of Hephzi- 
bah Menuhin even overshadows the 
superb violin-playing of brother 
Yehudi on fhis album. The beauty 
of her tone as well as the aehsitivity 
with which it is shaded is splendidly 
reproduced. That is true also of 
Menuhin’s own playing, which in 
other circumstances would be a 
major focus of interest. Between 
them, the two young musicians 
achieve a powerful and eloquent 
performance. 


FALLA, MANUEL DE 


BALLET MUSIC 


EL AMOR 

Orchestral suite. Pedro Morales and an 
unidentified orchestra, C-Set 108 — 
$3.5a Pf$$$]. 

Added to the physical deficiencies 
of this set (its antique recording and 


BRUJO 

indifferent orchestral playing) is 
the omission of the vocal sections 
of the ballet score, which contain 
some of its most charming music. 
However, there is no other record- 
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ing that contains even this much of 
the score. 

Introduction; The Homecomer; Dance of 
Terror; The Magic Circle; Sorceries; 
Ritual Fire Dance. G. Cloez conduct- 
ing unidentified orchestra, D-20075- 
76~$i. pf$$]. 

As REGARDS its relation to the ballet, 
these excerpts have no unity. The 
playing is coarse, the conducting 
routine, and neither is reproduced 
better than it deserves. 

Cancion del amor dolido; Cancion del 
fuego fatuo; Danza del juego de amor. 
Ninon Vallin and orchestra. D- 
20018-9— $1. 

Vallin’s superb art even enhances 
the attractiveness of this delightful 
music. The orchestra is hardly dis- 
tinguished, and the recording would 
win no awards, but there is excel- 
lent value in these disks. 

Ritual Fire Dance. Arthur Fiedler con- 


ducting the Boston "Pops’^ Orches- 
tra. F- 12160 — $1. [**ff$$]. Leon 

Kartun, piano. D-25941 — $.75. 

Rubinstein, piano. ^-1596 — 

$.75. 

Fiedler’s treatment of the orchestral 
score is full-bodied and robustly 
colored, also well-reproduced. 
Rubinstein has far more energy and 
decision in his performance than 
Kartun, and better justice is done 
to his instrument. 

Chanson de feu follet. George Cope- 
land. ^-7782—$!. [**ff$$]. 

There is well-rounded merit in this 
offering, which includes the pre- 
ceding scena (No. 8 in the score) 
as well as the section named above. 
Danza del terror. Rubinstein. ^'-1596 — 
$.75. [^^ff$$]. 

Rubinstein’s virtuosity has an ad- 
mirable outlet in this brief piece. 
The recording is good. 


LE TRICORNE 


Three Dances. Enrique Arbos conduct- 
ing the Madrid Symphony Orches- 
tra. C-Set X38— $2.50. t*ff$$]. 

Fiedler and the Boston **Pops’^ Or- 
chestra. V-Set 505 — $2. [*^f$$]. 
There can be no question which of 
these is the more successful record- 
ing, for the Fiedler issue is typical 
of the sharply defined, well-balanced 
reproduction associated with the 
conductor and his excellent orches- 
tra. However, the Arbos perform- 
ance has a much more personal ap- 
proach to the music, emphasizing 
the rhythmic element only when it 
is appropriate to the music rather 
than automatically, as Fiedler does. 


Also, the Arbos interpretation stems 
directly from the balletic impulse 
of the score rather than treating 
the sections, in Fiedler’s manner, as 
dissociated concert pieces. 

Miller's Dance. Szigeti, violin, and 
Andor Farkas, piano. (7-70744 — $r. 
[**ff$$]. 

I HAVE no objection to this as a 
prime specimen of what are called 
“encore pieces,” but it bears little 
relation to the needs of Falla’s con- 
ception in any other respect. Szig- 
eti’s biting rhythm is aptly employed 
here, at the price of rough tone and 
uncertain intonation. 


CONCERTO 


For Harpsichord, Flute, Oboe, Clarinet, 
Violin, and Cello. The composer at 
the harpsichord, with Moyse (flute), 
Bonneau (oboe), Godeau (clarinet), 
Darrieux (violin), and Crugue 
(cello). C-Set X9— $z.5o. [^*ff$$]. 
The instrumentation of this work 
is thinnish, and the recording of the 
performance docs not amplify its 


effect. The sounds are clear and 
well-defined, but with little sonority 
or tonal glow. However, this is 
hardly the sort of work that will 
soon have a duplicate version, and 
the present one is admirably musical. 
Since the composer participates in 
it, the assumption is that it fulfills 
his intentions. 
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OPERA 

LA VIDA BREVE 


Interlude and Dance No. 1 . G. Cloez 
conductinff an anonymous orchestra, 

D-25299— $. 75 ‘ 

The performance is dutiful, the re- 
cording inferior. However, it is the 
only version of the interlude. 

Dance No. 1 (usually described as 
"Spanish Dance"). Stokowski and the 
Philadelphia Orchestra, — $1, 

[*ff$$]. Frit» Kreisler, i^-1339 — $.75. 
pff$$]. Kreisler, ^-1891— $. 75 * 
[**£$$]. {See also next entry.) 

There are few older Stokowski rec- 
ords than this one still in the cata- 
logue, for it is nearly a dozen years 
since it first appeared. However, it 
is still an eminently live and force- 
ful performance, though not of 
today’s quality as a recording. Of the 
two Kreisler versions, I prefer the 
earlier one (V-1339), though it, too, 
is excelled as a recording by the 
later issue. 

Dances Nos. 1 and 2 . Maurice Bustin 
conducting the orchestra of the 
Theatre de la Monnaie, C-67818 — 
$1. C*ff$$]. 

WORKS FOR PIANO 

Nights in the Gardens of Spain. Lucette 
Descaves and the Paris Conserva- 
tory Orchestra conducted by Eugene 
Bigot, F-Set 725— $3.50. [*"^££$$ 3 . 
Aline van Barentzen and orchestra 
led by Coppola. F-9703-5 — $3. 
[^ff$$]. Manuel Navarro, piano, and 
Orquesta Betica da Camara led by 
Ernesto Halffter. C-Set 156 — ^$3.50. 

Fortunately the order of recorded 

PIANO 

Cubona. Lucette Des caves, F-13515 — 
$1. [**fff$$]. 

Descave’s dividend on an invest- 
ment in her performance of "Nights 
in the Gardens of Spain” is a taste- 
fully colored, beautifully controlled 
playing of this morceau. The re- 
cording is excellent. 


Were this recording even passably 
good there would be little question 
of its desirability. However, the 
first dance becomes muddy and out 
of tune halfway through, and the 
second dance is also fuzzy. Note that 
Dance No. 2 is performed as scored, 
with chorus, and this group sings 
very well. 

Vivan los que rien. Lucrezia Bori, 
soprano, vnth orchestra conducted 
by Frank Black, F"- 146 15 — $1. 
P*ff$$]. 

This attractive aria is the cue to 
the whole opera, as it embodies 
a principal musical idea in the 
score as well as the basic philosophy 
of the drama. These qualities Bori 
conveys in her sensitively stylistic 
performance, but her voice is shrill, 
lacking the luster it had in its best 
days. The orchestra is not as large 
as it might be, and unfortunately 
subordinate to the singer. 


AND ORCHESTRA 

quality here is also the order of 
interpretative excellence, for the re- 
cent version by Descaves and Bigot 
is a more refined, colorful exposition 
of the music than either those of 
Van Barentzen and Coppola or 
Navarro and Halffter. There is 
little point to further discussion of 
these performances, for the two 
older recordings are far outstripped 
in all comparable details. 

WORKS 

Andaluza. Aline van Barentzen, ^-9705 
-~$i. [»ff$$]. 

The physical elements of this per- 
formance duplicate those of the 
Descaves disk above, but I am not 
so enthusiastic about either the 
playing or the recording. 
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SONGS 

Condones populares esponolos. Conchita 
Siipervia, mezzo-soprano, D-aoaSS- 
9o-$i.5o. [^ff£$$]. 

This is a set of records that music 
lovers will continue to play for 
years to come, regardless of surface 
noise, reproductive quality, or any 
other extra-musical qualities. There 
is unmistakable purpose in every 
turn of phrase, and a wide gamut 
of effect in Supervia’s dynamics. 

Also of consequence is her superb 
diction and its eloquent expression 
through the texts of these songs. 

Frank Marshall plays admirable ac- 
companiments, and though the re- 
cording is below the standard one 
expects at the present time, it is 
sufficient to convey music as con- 
ceived by Supervia. 

Scguidilla murdana. Lucrezia Sort, 
soprano, F-1984— $.75. [**f$$]. 

The refinement of Bori’s singing 
hardly accords with the character 
of this music, but it is, in its own 
right, an accomplished piece of 
singing. However, it is not likely 
to satisfy those who are sensitive 
to the merits of Supervia. 

Asturiana. Nathan Milstein, <vlolin* 

C-i7iu-$.75.^ [^^ff$$]. ^ 

So FAR as violinistic manipulation is 


concerned, Milstein’s performance 
is beyond cavil. However, it is only 
moderately suggestive of the quality 
in Falla’s song and hardly a fulfill- 
ment of the composer’s purpose. 

Jota. Bori, soprano, and Copeland, 
piano, F-1978— $.75. [**f$$]. Schipa, 
tenor, 7-1153— $.75, [*f$$$]. Jascha 
Heifetz, molin, 7-6848—$!, [**ff$$]. 
Kreisler, violin, 7-1504 — ^$.75. 
P*f$$]. 

Between these two vocal perform- 
ances there is scarcely any latitude 
of choice, because the Bori version 
is drastically out of tune and also 
full of shrill tone, and the Schipa 
version, though better sung, is 
patently an acoustic recording. 
(There is no indication of the fact 
in the catalogue listing.) There is 
a measure of emphasis and definition 
in the Heifetz performance that 
one does not hear from Kreisler, but 
neither of them is the interpreta- 
tion the music deserves. 

Cand6n Populare. Kreisler, violin, 
7 -! 244 -$. 75 . 

Kreisler’s charm, his sense of 
melodic phrasing, are finely appro- 
priate to this work (No, 6 in the 
set). The recording is efficient. 


MISCELLANEOUS 


Tombeau de Debussy, fe. Julio Martinez 
Oyanguren, guitar, 7-4546 — $.75. 

T. Harris. (7-DB1305— 

$.75. m$]. 

The heavy burden of this title is too 
much for Falla’s invention, though it 
is capably played by Oyanguren. 
His version is much more believably 
reproduced than the Harris. 

Serenata ondaluza. La Argentina, cas^ 
tanets, and orchestra, D-zoSzj — 
$.50. [^ff$$]. 


It would be an exaggeration to call 
this a superior example of record- 
ing, but Argentina’s (Antonia 
Merc^) castanet-playing is amaz- 
ingly forceful, incisive and spirited. 
The music is attractive. Though the 
orchestra is weak, Argentina’s cas- 
tanet-playing is reproduced with 
fine crispness and definition. 
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FARMER, JOHN 


Fair FhylHs, I Saw Thee. St, George^s 
Singers, (7-5717 — $.75. [*ff$$]. 

Madrigal Singers directed hy Leh- 
man Engel. C-4165 — $.75. [*♦£$$]. 
Rather than contrast the advantages 
of these records, it might be better 
to cite their deficiencies. A principal 
one of the first performance is its 
position as the second selection on 


the disk, and thus difficult to get at 
However, the singing is highly 
idiomatic, excellent in intonation 
and balance. The interpretation of 
the Madrigal Singers is a good deal 
better recorded, but the group is a 
good deal larger than convention 
decrees, and the intonation is by no 
means unassailable. 


FARNABY, GILES 


His Dreame; His Rest; A Toye. Rudolph 
Dolmetschj virginal. C-5713 — $.75. 
[**ff$]. 

The interest of this material is much 
enhanced by the sound of the instru- 
ment, particularly since it is excel- 
lently reproduced. Dolmetsch is 
hardly the most spirited of inter- 
preters, but he has a fine sense of 
the values in this music. 

Rosasolis. Ernst Victor Wolff, harpsi- 
chord. C-693z 8 — $1. p*f$$]. 


This is a more individual example 
of music-making than that cited 
above, and, in its own right, a de- 
lightful composition. Wolff’s play- 
ing has not quite the bounce that 
one can hear in the music, but it is 
a musicianly job. The reproduction 
offers almost as clear a sound of the 
instrument’s mechanism as it does 
of the music. 


FAURE, GABRIEL 


WORKS FOR HARP 

Impromptu, opus 86. Lily Lashlne, harp. thin, but Laskine’s delicate dynamic 
V-X2O0S — ^$1. Pff$$]. effects are faithfully reproduced. 

The sound of the instrument is a bit 


OPERA 

FiNaOPE 

Danse; Vous nWez fait qu'eveiller. Though the recording is scarcely 

Germaine Cernay, soprano, and or- an aid to illusion, Cernay’s intelli- 

chestra. D-25815 — $.75. [*f$$]. gent singing has its own integrity. 


ORCHESTRAL WORKS 


il6gie. Koussevitxky and the Boston 
Symphony ^Orchestra, with Jean 
Bedetti, violoncello. F-14577 — ^$1. 
[^*ff$$]. 

Bedetti’s expressive, vigorous tone 
is magnificently supported by the 
eloquence of Koussevitzky’s con- 


ducting and the superlative playing 
of the Boston Orchestra. The re- 
cording is finely balanced. 

Pavane. W alter Damrosch and the 
National Symphony Orchestra, V- 
$ 1 - 

An interpretation by Damrosch 
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that is ably controlled and aptly 
executed. The orchestra is hardly 
remarkable, and the reproduction 
fuzzy, but there is merit in the disk. 

Shylock — Nocturne No. 5 . Philippe Gau- 
hert and the Paris Conservatory 


Orchestra, C-68960 — $1. [^ff$$]. 
There is no great impact in this 
reproduction, but those with an in- 
terest in the byways of Faure’s 
talent will find this an interesting 
documentation. 


WORK FOR ORCHESTRA AND PIANO 


Ballade. Marguerite Long, piano, and 
orchestra conducted hy Philippe 
Gaubert, C-Set X62— $2.50. [^ff$$]. 
Long’s deft, sensitively shaped 


pianism is a dominant virtue of this 
album. Gaubert conducts consider- 
ately, but the studio recording lacks 
sharpness and variety. 


PIANO WORKS 


Barcarolle, No. 5 . Emma Boynet, piano. 

The sensitive art of Boynet, the 
taste and discrimination of her play- 
ing are beautifully reflected by the 
reproduction. 

Barcarolle, No. 6 , Marguerite Long, 
piano, C7-69063 — ^$1. [*ff$$]. 

One could ask no more cultivated 
example of piano-playing than this 
one by Long, even though the re- 
cording is lacking in luster. How- 
ever, her conception of the work is 
very satisfying. 

Impromptu, No, 5 . Robert Casadesus, 
piano, C-68853 — ^$1. [*ff$$]. 

The melodic character of the piece 
is effectively sketched by Casadesus. 
The reproduction is good. 

Nocturne, opus 33 , No. 3 . Artur Rubin- 
stein. V-xs^So — $1. [**fff$$]. Car- 
men Guilbert, €-6^797 — ^$1. [**ff$$]. 
Rubinstein evokes an inimitable 
atmosphere in his performance, com- 
posed in equal parts of luscious tone 
and magnificent control of it. How- 
ever, it is not remarkably superior 
to the performance of Guilbert, who 
is plainly a pianist of excellent 


capacities. The edge, however, is 
with Rubinstein’s playing and the 
full-bodied reproduction of it. 

Nocturne No. 4 . Long, piano, (7-69603 

— $1. [♦ffSS]. 

Finesse and expressiveness are ex- 
quisitely blended in Long’s playing. 
However, I cannot enthuse about the 
recording. 

Prelude No. 5 . Casadesus, piano, ( 7 - 
68853— $1. pff$$]. 

Vigorous musicianship and complete 
pianistic control permit Casadesus 
to give the work a form not imme- 
diately apparent on the printed page. 
The recording is below the standard 
of today. 

Theme and Variations, opus 73 . Carmen 
Guilbert, piano. C-Set X156 — ^$2.50. 
[♦♦ff$$]. 

The numerous intricacies of this 
work are hardly ideal material for 
the introduction of an unfamiliar 
artist. But the manner in which 
Guilbert survives the test is a high 
compliment to the skill of the player, 
whose finger technic has fine pre- 
cision, a fact that is enforced by the 
excellent clarity of the recording. 


WORKS FOR TWO PIANOS 

Dolly. Anita Siegel and Babeth Leonet, ment of its attractiveness. The re- 

C-4120-9103 — $1.75. [^*ff$$]. cording is a little dull, but the ad- 

IT IS diflScult to reconcile the gaiety mirable vitality of the playing, also 

and spirit of this charming music its deft dynamic gradations, are pro- 

with the prevailing austerity of jected with clarity. 

Faur6’s output, but this is no impair- 
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QUARTETS 

STRINGS 


Opus 121 . Pro Arte Quartet V^Set 372 
---$4.50. 

The recording is a little lacking in 
body, but there is compensation in 
the excellent definition of the instru- 
ments and the suavity of the tone 


quality. The work is obviously close 
to the sympathies of the players, and 
the performance is full of sensitive 
effects, finely turned phrases, and 
brilliantly adjusted dynamics. 


STRINGS AND PIANO 


In C minor, opus 15 . Robert Casadesus, 
piano, and J. Calvet, L. Pascal, and 
P. Mas, C-Set 255 — $4.50. [*fff$$]. 
Eliane Zurjluh-^Tenrock, piano, and 
H. Merck el. A, Merck el, and G, 
Marchesini, V-Set 594 — $4.50. 

■ [*ff$$]. 

There is little to choose between the 
recording of these two sets, for both 
are considerably older than their 
numbering in the catalogue suggests. 
(Both have been included in Eu- 


ropean lists for at least five years.) 
However, there is a good deal more 
subtlety and imagination in the play- 
ing of the ensemble that takes its 
character from Casadesus. Also 
there is a better balance with the 
strings and a somewhat brighter 
quality of tone. Zurfluh-Tenrock is 
a capable pianist, and the assisting 
strings are also efficient, but neither 
attains quite the level of its com- 
petitor. 


QUINTET FOR STRINGS AND PIANO 


In D minor, opus 89. Emma Boynet, 
piano, and the Gordon String Quar- 
tet S-Set 9— $6. [**ff$$]. 

There is an abundance of excellent 
performance in this album, both by 


the pianist and the quartet, and it is 
cleanly reproduced. Those who 
value the music will find this a sub- 
stantial recreation of it 


SONGS 


Au cimetiere. Charles Panzira, F-15036 
~$i. [**ff$$]. 

A CHARMINGLY controlled perform- 
ance, recorded with excellent fidelity. 

Automne, I'. Ninon Vallin, jD-20323 — 
$.50. •[*ff$$]. 

Vallin's lovely vocal quality, the 
point and intelligence of her artistry 
are the elements of a cherishable 
performance. The reproduction of 
the piano is slightly fuzzy, but not so 
much as to impair the effect of Val- 
lin’s singing. 

Bonne chanson, la. Charles Panzera, V- 
15033-5— $ 3 - P*ff$$]. 

Together with the resilience and 
variety of Panzera’s vocal equip- 
ment is a finesse in phrasing and 
diction that adds enormously to the 
eloquence of his singing. The re- 
cording is admirably rounded. 


Clair de lune. Ninon Vallin, soprano, D- 
20323— $.50. [^ff$$]. Georges Thill, 
tenor. U-4164 — $.75. [**f$$]. 

Save for one’s preference for a male 
or female voice in this song, there is 
little basis for a choice between 
these two performances. Both are 
poetically conceived, and expres- 
sively delivered. Purely from an ob- 
jective standpoint, I prefer the sing- 
ing of Vallin. The recording in each 
case is inoffensive and unremark- 
able. 

En pri^re. Thill C-4218 — $.75. [♦•'ff$$]. 
The singing is knowing, the record- 
ing acceptable. 

En sourdine. Panzira, ^-1503 5 — $1. 
P*ff$$]. 

The understanding of Panz^ra’s 
singing, the eloquence and clarity of 
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his enunciation are molded into a 
fervent performance. 

Horizon chimerique, V, Fanzera, V- 

150377-$!. [**ff$$]. 

The citations of Panzera’s other per- 
formances (listed above) are equally 
applicable to this song. Note that it 
is included in an album (F-Set 478) 
with several other works of this 
composer. 

Lydia. Fanzera. ^-1897 — ^$.75. [**ff$$]. 
There is an interesting anticipation 
of Debussy in the opening phrases of 
this, and Panzera is not unaware of 
it. The recording is good. 

Nell. Fo<vla Frijsh, soprano. ^’-2078*— 
$.75. [**ff$$]. 

The amount of Frijsh’s vocal re- 
source is not imposing, but she uses 
it with remarkable economy and 
effectiveness. The recording is ex- 
cellent. 

Parfum Imperissable, le. Fanzira. V- 
i 897-“$.75. [**ff$$]. 

See comment under “Lydia.” 

CHORAL 

Maria Mater Gratiae, opus 47, No. 2. 

Mmes. Doniau-Blanc and Fozavenn, 
^Ith string trio. jD-20605 — ^$.50. 
Pf$$]. 

Neither the performance nor the re- 
cording is of the quality that one ex- 
pects, but both are workmanlike. 
The contours, at least, of the music 
do emerge. 

Requiem. Les Chanteurs de Lyon con- 
ducted by E. Bourmauck, with vocal 
soloists, and Edouard Commette, 

FAURE, JEAN 


Roses d'Ispohan. Lily Fons. /^-i997— 
$.75. [^*ff$$]. 

A remarkably careful performance, 
this is no more expressive than any 
other interpretation by Pons in 
which the values are not essentially 
decorative and physical. The record- 
ing is good. 

Noel. Georges Thill. C-4218 — ^$.75. 
[*ff$$]. 

Thill’s poetic conception of this 
song is more than a little impaired 
by faulty intonation, especially in the 
closing measures. The recording is 
only fair. 

Secret, le. Povla Frijsh. F'-zoyS — ^$.75. 
[**ff$$]. 

See the comment on “Nell,” above. 
S^r^nade Toscane. Thill. ^-4164 — ^$.75. 
[*ff$$]. ^ 

By a skillful use of his vocal re- 
sources Thill almost disguises the 
obvious fact that the music ranges 
high for his voice. It is, however, 
skillfully sung. 

MUSIC 

organ. C-Set 354 — ^$5.50. [**ff$$]. 
For those whose acquaintance with 
Faure is limited to the conventional 
concert hall works or songs, this 
work will undoubtedly be a revela- 
tion. It is marvellously well-con- 
ceived, deeply felt, and marked by 
many original touches. The perform- 
ance is splendid, and the recording 
worthy of the other strengths of the 
undertaking. 


BAPTISTE 


Rameaux, les. John McCormack. V- 
6607 — $1. [**ff$$]. Caruso. F-14744 
~$i. pff$$]. 

McCormack sings in English, Caruso 
in French; and the vast disparity in 
the quality of the two recordings is 


offset by the success of the dubbing 
of a new accompaniment to Caruso’s 
matchless voice. Whichever version 
the purchaser chooses, he is assured 
of a de luxe voice, administered with 
remarkable judiciousness. 
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FIELD, JOHN 


Sonata in C minor, opus 1, No. 3. Frank 
Merrick, fiano, D-25788-9 — $1.50. 

This issue owes its existence to the 
centenary of Field’s death in 1937, 
the occasion of its recording. The 
music is interesting but not highly 
distinctive, the performance pains- 
taking, and the recording below the 
standard of the period in which it 
was made. 


Nocturne No. 3 in A flat. Frank Mer- 
rick, piano, D-zs7$g — $.75, [*f$$]. 
See entry above. 

Nocturne No. 4, in A. Myra Hess, C- 

DB1232— $.75* 

Apparently Hess has a particular 
fondness for this music, for she plays 
it with an alert feeling for its poetry. 
The recording is first-rate. 


FLOTOW, FRIEDRICH VON 


OPERA 

MARTHA 


Overture. Victor Symphony Orchestra, 
^ith unidentified conductor, V- 
35916— $.75. [^^1$$]. 

A PARTICULARLY routine perform- 
ance, devoid of impact, snap, or ani- 
mation. The recording is conven- 
tionally ejflScient. 

M'appari. Schipa, ^-6570 — ^$1. [*ff$$]. 
Caruso. F-7720 — ^$1. [*f$$]. Gigli. 
r-7109— $1. P*f$$$]. 

Though the Schipa recording is 
painfully old, and the orchestra 
ludicrously weak, the sculptured pre- 
cision of his phrasing, the smooth 
firmness of his voice, are irresistible 
attractions. There is also great puis- 
sance in Caruso’s singing, though 
the weight of his voice (when this 


record was made) may seem exces- 
sive for some listeners. As for Gigli, 
his manner is more appropriate for 
^‘Giovinezza.” 

Last Rose of Summer, The. Galli-Curci, 
F-1355 — ^$.75. [*ff$$]. Emmy Betten’^ 
dorf. D-25039 — $.75. [*f$$3. 

The listing here is merely one of 
convenience, for this traditional air 
is credited to Flotow because it has 
been incorporated into his Martha. 
Galli-Curci’s version is no more af- 
fected than the average performance 
by a prima donna and is better re- 
corded than Bettendorf’s. In neither 
case is the recording an embellish- 
ment. 


FOOTE, ARTHUR 


Night Piece, A. Dorian String Quartet 
and John Wummer, fiute. C-70339 — 
$r. [*^ff$$]. 

Wummer’s gleaming clear tone 
skims over the surface of this work 
with a good deal of attractiveness 


and ear interest. There is excellent 
fidelity in the recording, but the 
strings are unfortunately closer to 
the microphone than the flute, dis- 
torting the balance that appears to 
be the composer’s intention. 
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FRANCAIX, JEAN 


Concerto for Piono and Orchestra. Fran- 
gaix, and the Paris Philharmonic 
Orchestra conducted hy Nadia Bou- 
langer. 5 1 14- 5 — $2. 

The entertainment values of tlie 
work are much enhanced by the 
lively playing of Fran^aix, and the 
forceful conducting of his mentor, 
Mile, Boulanger. The recording is a 
little weak, but Frangaix plays with 
crisp emphasis, and, of course, a 
sure sense of the values he wants to 
convey. 

Serenade comique. Saxophone* Quartet 
of France. C-388--$.5o. [*ff$$]. 

This is hardly remarkable music, 
but the efficient quartet plays it as 
though it were. The recording is 
competent. 

Sonatine for Violin and Piano. Josef Gin- 
gold and Liza Elman. FRM-/[%o — 
$2. [»ff$$$]. 

FRANCK 


Those who want to make profound 
comparisons between the art of a na- 
tion and its national character may 
find fruitful material in this witless, 
charming work, written in the years, 
commentators assure us, when the 
untimely fate of France was being 
prepared. In any case, the perform- 
ance is sharp and incisive, the re- 
cording clear but a little shallow in 
sound. 

Trio for Strings. Pasquier Trio. C-Set 
X130 — $2.50. [**ff$$]. 

Even for those unmoved by the 
music, such ensemble playing as this 
must be arresting. The remarkable 
unanimity of the players and their 
finely integrated style of playing are 
splendidly reproduced. 


CESAR 


ORCHESTRAL WORKS 


iolides, les. Howard Barlow and the 
CBS Symphony Orchestra. C-Set 
X145— $2.50. [*f$$]. 

It is only within the last year that 
the first recording of this work has 
made its appearance in an American 
catalogue. However, the modernity 
thus implied is not wholly confirmed 
by the recording. Barlow’s contri- 
bution is earnest and painstaking, 
but it could be more spirited. In ad- 
dition, the orchestra is below sym- 
phonic size and the reproduction, 
while clear and well-balanced, lacks 
the desired resonance. 

Psyche. Gabriel Pierni conducting the 
Concerts Colonne Orchestra, D- 
25454-6 — $2.25. [*ff$$]. Section 4 
only. Disiri Defauw conducting the 
Brussels Royal Conservatory Or- 
chestra. (7-67813 — $1. [*ff$$]. 


There is no complete recording of 
the six sections of this work in any 
catalogue, but the first, second, and 
fourth episodes under the direction 
of Pierne have been re-pressed by 
Decca. The antiquity of the record- 
ing, however, is unfortunately ac- 
centuated by the gritty surfaces. 
The Defauw recording of the por- 
tion titled “Psyche et iros” is more 
capably recorded, though its quality 
is hardly remarkable. 

Redemption: Symphonic Interlude. Gas- 
ton Poulet conducting the Concerts 
Poulet Orche^stra. D-25066-67 — ^$1.50. 

Those with a fondness for this music 
will find a plausible suggestion of 
it in this performance, though the 
recording is fuzzy, the interpretation 
unexciting. 
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Symphony in D minor. Beecham and the 
London Philharmonic Orchestra, C- 
Set 479 — ^$5.50. Stokowski 

and the Philadelphia Orchestra, V- 
Set 300 — $6.50. Mitropoulos 

and the Minneapolis Orchestra, C- 
Set 436 — $5.50. [*£$$$]. RhenS-Baton 
and the Pasdeloup Orchestra, D- 
25685-9— $3-75. 

The weaknesses of the Mitropoulos 
performance, which only appeared 
a few months ago, were so pro- 
nounced that Columbia itself has 
superseded it with the splendid 
Beecham album of English origin. 
In a sense that misfortune of Mitro- 
poul(t§ (the faults of the set are 
essentially those of recording) was 
good fortune for the record-buyer, 
for one would not otherwise have 


had an opportunity to becom< 
acquainted with the fervent, con* 
trolled, magnificently sensible per- 
formance of Beecham. His splendid 
orchestra is heard at its best, and 
the recording is excellent. The Sto- 
kowski eflFort is eminently exciting, 
but equally exasperating, for the 
rush and turbulence of the music he 
creates is frequently agitated even 
more than Franck intended. For 
those who want to have the work 
in their collection for the conveni- 
ence of friends, one may direct at- 
tention to the Rhen^-Baton which 
includes all the notes at a minimum 
price. However economy is its only 
virtue, for the recording is dull, the 
surfaces noisy. 


WORK FOR ORCHESTRA AND PIANO 

Variations symphoniques. Alfred Cortot greater variety of his playing, but 


with Landon Ronald conducting the 
London Philharmonic Orchestra, V- 
8357-8 — ^$2. [*ff$$]. Walter Giese- 
* king with Wood conducting the Lon- 
don Philharmonic Orchestra, C-Set 
Xio— $2.50. [*ff$$]. 

Both interpreters are worthy, but 
both versions are urgently in need 
of rerecording. I prefer the quality 
of Gieseking’s tone as well as the 

ORGAN 

Chorale No. 1 in E. Albert Schweitzer , 
organ, C-Set Xioo— $2.50. [**f$$]. 
Opening section only. Charles Cour- 
hoin, F-17321 — $1. [**f$$]. 
Schweitzer is not only a specialist 
in the music of Bach but also the 
author of an exhaustive book on 
that composer. The combination is 
not propitious for an enlivening 
performance of this work, and the 
sounds one hears do not contradict 
the facts. The recording is good. 
Courboin’s version has more variety, 
but only a fourth of the work is 
offered. 

Chorale No. 3. Charles Courhoin, V- 
17321-2— $2. [**ff$$]. 


the Cortot performance, if not re- 
cent, is, in any case, less old. The 
difference between them is so slight 
that a purchaser can follow his 
normal preference in performers 
without sacrificing any appreciable 
advantage. The probability is that 
a new version of this work will 
soon be available, for those who can 
restrain themselves. 

WORKS . 

The playing is accomplished, the 
recording excellent 

Grande pidce symphonique: Andante. 
Charles Courboin, organ. ^'-14279 — 
$1. [*ff$$]. Stokowski and the 

Philadelphia Orchestra. ^-14947— 

$1. [**f$$]. 

The recording of Courboin’s play- 
ing is not so vivid and forceful as 
that of the examples cited above, 
but it is sufficient for the purpose. 
Stokowski has a rich opportunity 
in the sonorities of this extract and 
improves them with characteristic 
ingenuity, 

Pi^ce h^roique. Charles Courhoin, V- 
17323 — $r. [*^ff$$]. Marcel Dupri, 
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F-9121 — $1. Edouard Com- 

mette. C-69460 — $i. [*f$$]. 

There is little basis for distinction 
among these, save that both the 
Courboin and Dupre versions arc 
more creatively played than the 
Commette and that the first is con- 
siderably the best recording of the 
three. Since they are all equally 
priced, the choice one among them 
is evident. 

PIANO 

Prelude, Chorale, and Fugue. Egon PetrL 
C-Set Xi75--.$2.50. [**ff$$]. Alfred 
Cortot. 1^-7331-2 — $2. [**ff$$]. 

Chorale only. Gabriel Pierne con- 
ducting the Colonne Orchestra. D- 
25456 ~$. 7 S, [^f$$]. 

The contrapuntal design of this 
work and its heavy tonal necessities 
accord well with two of Petri’s 


Pastorale. Charles Courboin. 

$1. [**ff$$]. 

This is the fourth in a series of six 
organ pieces by Franck, and a really 
charming example of writing for the 
instrument. Courboin plays it sensi- 
tively, and the recording is excel- 
lent. 


WORKS 

primary traits — his feeling for struc- 
ture and 'the power of his equip- 
ment. Connoisseurs may deny that 
he plays with as much tactile sense 
as Cortot, but the age of the latter’s 
recording (it appeared in the early 
thirties) is sufficient to disqualify it. 
Pierne’s capable transcription is 
nullified by tubby recording. 


QUARTET FOR STRINGS 


In D. Pro Arte Quartet. V-Set 259 — 
$6.50. [*ff$$]. London String 

Quartet. C-Set 128 — ^$6.50. [♦ff$$]. 
Neither of these is a recording of 
the quality one expects today, but 


there is a slightly greater resonance 
and fidelity in the reproduction of 
the Pro Arte group, which inclines 
me to it. 


QUINTET FOR STRINGS AND PIANO 


In F minor. E Robert Schmitz and the 
Roth Quartet. C-Set 334 — ^$5.50. 
[**ff$$]. Alfred Cortot and the 
International Quartet. V-Set 38 — 
$4.50. [*ff$$]. 

Other things being equal, there 
would be little doubt of the listener’s 
preference for the sophisticated, in- 
tent playing of Cortot against the 
artful, rather slack performance of 


Schmitz. However, other things are 
far from equal, for the Cortot ver- 
sion was made well over a decade 
ago, the Schmitz-Roth album within 
the last four years. In that time, 
both quartet and piano recording 
have moved ahead considerably and 
the advantages are substantially 
represented in the newer album. 


SONATA FOR PIANO AND VIOLIN 


In A. Jascha Heifetz and Artur Rubin- 
stein. V-Set 449 — $3.50. [**f$$]. 

Alfred Dubois and Marcel Maas. 
C-Set 158 — $4.50. [*f$$]. Albert 

Spalding and Andri Benoist. V-Set 
208 — ^$4.50. [*f$$]. 

There are almost as many per- 
formances of this work as there are 
celebrated violinists, and it is re- 
grettable that the best of them — 


though an insufficient recording — is 
no longer in the catalogue. That is 
the Cortot-Thibaud interpretation, 
of which the second recording, V-Set 
81, may still be found on the shelves 
of some dealers, though it is no 
longer supplied by the manufac- 
turer. In its place Victor offers not 
the fine version by Yehudi and 
Hephzibah Menuhin, which has been 
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listed in the catalogue of its English 
affiliate for several years, but two 
others — by Heifetz and Rubinstein, 
and Spalding and Benoist. The 
promising celebrity of the first pair 
is more than a slight impediment to 
cooperation. Both are politely def- 
erential, but the heart of neither 
is in the gesture. Its friendly com- 


petitor, by Spalding and Benoist, is 
pale, attenuated, lacking in potency 
or compulsion. These facts being 
established, I would recommend as 
a reasonable alternative the un- 
pretentious but respectable inter- 
pretation by Dubois and Maas, 
which is intelligently performed and 
efficiently recorded. 


SONGS 


Manage des roses, le. Georges Thill, 
tenor. C-9142 — $1. [*ff$$]. Arthur 
EndrHe, baritone. D-25893 — ^$.75. 

Thill is less effective as a singer 
of songs than he is of operatic arias, 
but there are more finish and per- 
suasion to his performance of this 
song than to that of Endreze. More- 
over, the recording of Thill is far 
more successful. 

Panis Angelicas. John McCormack. V- 
6708 — ^$1. [*ff$$]. Beniamino Gigli. 
J^-14312 — $1. [**f$$]. Stokowski 

conducting the Philadelphia Or- 
chestra. F-8964 — ^$1. [**ff$$]. 

There are far better examples of 
McCormack’s art on records, but 
his restrained yet affecting per- 
formance is infinitely preferable to 
the sobby one by Gigli, especially 


since the latter is reproduced with 
almost painful fidelity. There is 
also a sentimental performance of a 
lachrymose transcription under the 
direction of Stokowski. 

Procession, la. Arthur EndrHe, bari- 
tone. D-2S^9S — $.75. [^f$$]. Caruso. 

F-I4744 --$i. [*ff$$]. 

Those who are interested primarily 
in the song and its reproduction 
will find a more believable unity 
in the Endreze performance. The 
alternation between the acoustic re- 
production of Caruso’s voice and 
the dubbed-in orchestra that plays 
with the old record is distinctly dis- 
quieting, and fatal to illusion. 

S'il est un charmant gazon. Georges 
Thill. C-9142— $1. [*ff$$]. 

The performance is expert, the re- 
production satisfactory. 


MISCELUNEOUS WORKS 


Piece, for oboe and piano. Leon Goossens, 
oboe, and Gerald Moore. C-69S17 — 
$1. [**fff$$]. 

Out of unlimited breath and con- 
trol, Goossens spins a tone that is 
as astonishing as it is inimitable. 


He utilizes its slender magnificence 
here with beautiful artistry, creat- 
ing a remarkable mood from its 
limited sonority. The recording is 
good. 


FRANZ, ROBERT 


Collection of twenty-four songs. Ernst 

W olff, accompanying himself, C-Set 
253— $5* The indwidual 

record numbers and prices are as 
follows: Abschied. U-68^3 — $1; 
Ack, Elslein. C-17054 — $.75; Atif 
dem Meere. C-68502 — $1; Aus 


meinem grossen Schmerzen. C-dSsoi 
— $1; Bitte. C-i7055«-$.75. Dick 
Meiden. (7-17054-4*75; bie helle 
Sonne leuchtet. 0-17055 — $.75. Du 
liebes Auge. 0-()85oi— $1; Es hat 
die Rose. — $1; Es tagei mr 

dem ffalde. 0-17054 — $.75; Filr 
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Musik, (7-68502 — ^$i {see next entry) ; 
Gleich und gletch, (7-17055 — ^$.75; 
Gute Nacht. (7-68501 — $1; Im Rhein, 
Im heiligen Strome. C~6S 502 — $1; 
Lieber Schatz, sei ^meder gut. C- 
17055 — ^$.75. Madchen mit dem roten 
Miindchen, €-68501 — $1; Marie. (7- 
68503 — $1; Stille Sicherheit. (7-68501 
— $i ; Stdndchen. C-68502 — ^$i ; Um- 
sonsL (7-17055 — ^$.75; Vergessen. (7- 
68502 — $1; JVand.V ich in dem 
Wald. (7-68503 — ^$1; Widmung. (7- 
68503 — $i; Wie des Mondes Abbild. 
(7-68502 — $1. 

Wolff’s performances have been 
grouped together because their vocal 
and musical characteristics are 
virtually identical. His voice is 
strictly of intimate capacities, with 
little attention to niceties of phras- 
ing, breath-control, enunciation, etc. 
As such, the interpretations are 
marked by indubitably sincere feel- 
ing and a devotion to the purposes 
of the composer. However, the lis- 
tener should not expect vocal pleni- 
tude or interpretative finesse. 
Granted this understanding, and 
also the fact that the recording is 
mediocre, Wolff’s piano accompani- 
ment to his own singing purely 
utilitarian, the listener will find 
pleasure in his generally unpre- 


tentious efforts. (Songs that are 
duplicated have been listed below.) 

Fur Musik. Lotte Lehmann. F-1861 — 
$.75. [*ff$$]. JVoli. C-68502— $1. 
[*f$$]. 

Lehmann’s fondness for impassioned 
utterance sometimes exceeds the 
limits of her control, but even under 
stress her singing is preferable to 
Wolff’s. The recording is fair, the 
piano unnecessarily subordinated. 

Gute Nacht. Lehmann. F-i86i — ^$.75. 
[*fff$$]. Wolf. (7-68501—$!. [^f$$]. 
The Lehmann interpretation is a 
particularly expressive one, won- 
derfully shaded and shaped. Wolff’s 
is of his average, which means that 
it is only fair. 

Im Herbst. Kirsten Flagstad. F-i 564.5 
— $1. [**f$$]. Richard Tauber, tenor. 
D-20254 — $.50. [*f$$]. 

Tauber’s fondness for overdrawn 
phrases and absurdly sustained 
climax tones makes it comparatively 
easy to resist his vocal richness. 
This is not to say that I am a warm 
admirer of Flagstad’s version, for 
its continent, confident vocalization 
is not the means of much emotional 
expression. She works hard for a 
mood, but it will not be conquered 
by force. The recording is good. 


FRESCOBALDI, GIROLAMO 


Fugue in G minor. Society of Ancient 
Instruments. F-1663 — $.75. [**ff$$]. 
The quartet of viols employed in 
this work is especially appropriate 
to the qualities of the music, and 
the first-rate reproduction permits a 
clear impression of each instrument’s 
characteristic timbre. 

Gagliarda. Stokonsiski and the Phila- 
delphia Orchestra. ^-1985 — ^$.75. 
[**ff$$]. 

The marvelously rich sound of 
Stokowski’s arrangement is brought 
to brilliant realization by the con- 
ductor and his splendid band. I 


cannot testify to its relationship to 
the original, but the sound itself is 
justification enough for the disk. 

Toccata. Kindler and the National 
Symphony Orchestra. F-17632 — ^$1. 
[»*f$$]. 

I CAN find little style in Kindler’s 
conducting of the work and few 
subtleties of orchestral detail to en- 
hance the slight feeling he demon- 
strates. Moreover the recording is 
excessively harsh, the consequence 
of using an auditorium with sharply 
reflecting surfaces. 
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GAUBERT, PHILIPPE 


Chants de la mer, les. Philippe Gauhert 
conducting the Orchestra Sympho^ 
nique of Paris, C~Set Xio9 — $2.50. 

The rather light impressionism of 
this work profits much from the 
considerable conducting skill of the 


composer. It would be an exag- 
geration to say that the work has 
any pronounced character, but it is 
indubitably pleasant The recording 
is of the studio type and, within 
that limitation, quite good. 


GEMINIANI, FRANCESCO 


Sonata in C minor. Arnold Belnick, 
violin f and Vladimir Padnva, piano, 
C-Set X155— $2.50. [*^fff$$]. 
Belnick’s playing suggests, more 
than anything else, a youthful 


Szigeti. He projects the considerable 
substance of this work with brilliant 
rhythmic emphasis and highly so- 
phisticated phrasing. The recording 
is good. 


GABRIELI, ANDREA 


Three Ricercari. Stuyvesant Quartet, C- 
70366—$!. [**ff$$]. 

Despite the formidable designation, 
this music is anything but archaic, 
especially as played with the anima- 


tion and expressiveness of the 
Stuyvesant ensemble. The recording 
is a little nasal, lacking in tonal 
warmth, but it is surpassingly clear 
and well-balanced. 


GERMAN, SIR EDWARD 


Henry VI 11 Dances. Rudolph Ganz and 
the St. Louis Symphony Orchestra, 
F-9002 — $1. [*ff$$]. Sir Dan God- 
frey conducting the Bournemouth 
Municipal Orchestra. U- 17045 — $.75. 
[*f$$]. Hastings Philharmonic Or- 
chestra conducted by Basil Cameron, 
Z).25645— $.75. [*ff$$]. 

The Ganz version is rated as the 
best of an indifierent lot largely be- 
cause of the higher artistic standard 
of the conductor and the greater 
capability of the orchestra. How- 
ever, the accomplishment is, in 
neither sense, glittering, and the 
recording is wheezy. Both of the 
English recordings are stodgy and 
determinedly routine. 

Merrie England Dances. Orchestra Ray- 
mond conducted by G. Walter, (7- 
3I7“$.75* [^*ff$$]. 


The delightful tunes and lively 
rhythms of this suite are vigorously 
projected by the efficient little or- 
chestra conducted by Walter. One 
may take issue with the general 
character of this recording but not 
with the care of its execution or the 
skill of the reproduction. 

Welsh Rhapsody. Hastings Philharmonic 
Orchestra conducted by Basil Cam- 
eron. D-25715-6— $1.50. ['‘^ff$$]. 
German’s affection for a plausible 
tune, his effective sense of or- 
chestration are somewhat strained 
by the extent of this work* How- 
ever, it has its solid virtues and its 
musicianly values. The performance 
is forthright, the recording efficient 
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GERSHWIN, GEORGE 


CONCERTO FOR PIANO AND ORCHESTRA 


In F. Jesus Maria Sanromd and the 
Boston ^‘Pops'^ Orchestra conducted 
by Arthur Fiedler. V-Set 690 — $4.50. 

Roy Bargy and Paul 
JVhiteman^s orchestra. C-Set 280 — 
$3-50* Bargy and Paul 

Whiteman's orchestra. D-Set 57 — 
$2.50. [**£$$]. 

None of these performances meets 
my specifications for a complete 
interpretation of this work, but the 
Sanroma-Fiedler album has the 
virtue of realizing completely the 
players’ intentions. The unassailable 
brilliance of Sanromd’s execution, 
the precision of the excellent or- 
chestra under Fiedler are not to be 
minimized, nor could one ask for 
more hearty, vigorous recording. 
However, there is slightly too much 
concert-hall manner in , their ap- 
proach to the .score, a little over- 
emphasis on pure pianistic tech- 


nique. The jazz element is much less 
prominent than it should be. Of 
the two Bargy-Whiteman collabora- 
tions, the first is the more nearly 
authentic, though the recording now 
impresses one as primitive. But the 
conception is closer to the original 
intention of Gershwin, and the 
andante has the considerable boost 
of “Bix” Beiderbecke’s eloquent 
cornet. The orchestra is small, the 
recording lifeless. There is a good 
deal more clarity and definition in 
the new Decca issue, but the work 
is shamefully abbreviated, with the 
second movement sliced to a single 
side. This alone would eliminate 
auditory appeal from this version, 
without consideration for the sloppy 
playing of the orchestra or the ex- 
aggerated phrasing of numerous 
pages. 


OPERA 

PORGY AND BESS 


Overture. Alexander Smallens and the 
Decca Symphony Orchestra. D-2S067 
— $1. [**ff$$]. 

> Smallens uses a much abbreviated 
version of the overture to Gersh- 
win’s “opera,” but it is the only 
approximation of the music that 
can be heard on records. The per- 
formance is idiomatic (Smallens 
conducted the original production), 
the recording is efficient. 

Summertime. Anne Bro>wn, soprano. D- 
29067 — $1. [**fff$$]. Helen Jepson, 
soprano. — ^$1. [**f$$]. Paul 

Robeson, bass. F-26359 — $.50. 

[^^ff$$]. Lawrence Tibbett. F-H879 
— $1. [*^f$$]. 

There can be little doubt that the 
most colorful and understanding of 
these performances is Anne Brown’s, 


the original “Bess” of the first per- 
formance. One was prepared for the 
fervor and emotion of her singing, 
but she is a vastly improved 
vocalist, with an amount of control 
definitely superior to Jepson’s. In 
addition, Jepson imposes an operatic 
manner that is no service to the 
music. The composer in both cases 
is Alexander Smallens, but he is 
given considerably more latitude, 
and cooperation, in the Decca disk. 
Of the two interpretations by male 
singers, I prefer the folksy, robust 
singing of Robeson to the heavier, 
plodding interpretation of Tibbett. 
The latter, however, includes some 
details of the score that are omitted 
from the Robeson performance. 

Woman Is a Sometime Thing. Tibbett 
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and Jepson. ^-11879 — $1. [**ff$$], 
Rodeson. F-26358 — $.50. p*ff$$]. 
Tibbett and Jepson perform com- 
mendably, if one can disregard the 
accents and emphases more appro- 
priate to Verdi than to Gershwin. 
The recording is excellent. Robeson 
sings magnificent^, but the arrange- 
ment is not so faithful to the score 
as Tibbett and Jep son’s. 

I Got Plenty 0' Nuttin'. Todd Duncan, 
nmth the Decca Symphony Orchestra 
conducted by Alexander Smallens. 
D-2 So6% — $1. [**ff$$]. Tibbett and 
an orchestra conducted by Smallens, 
V~xi%%o — $1. ,[**f$$]. Ed^uiard Mat- 
thews and Leo Reisman’s orchestra. 
R-7562— $.75. .[*ff$$]. 

Duncan has both the voice for this 
music and the style to utilize it 
fully. His version is not much better 
recorded than Tibbett’s (though it is 
several years more recent), but it is 
a good deal more racy in spirit and 
Jess pretentious in execution. Though 
the Matthews performance is diffi- 
cult to obtain (it has been with- 
drawn from the catalogue) it is an 
excellent example of Matthews’ 
velvety voice and his vitality as an 
interpreter. 

My Man's Gone Now: Anne Brown and 
the Decca Symphony Orchestra con- 
ducted by Smallens. D-29067 — ^$1. 
[**ff$$]. Jepson and an orchestra 
conducted by Nathaniel Shilkret. V- 
11881— $1. .[**f$$]. 

The fervor of Brown, the potency 
and impact in her tones give her 
performance an authority that is 
simply beyond the capacity of Jep- 
son. Add to this the superior re- 
cording of the former, and Smallens’ 
sensitive conducting, and you have 
a disk of excelling virtues. 

It Takes a Long Pull to Get There. 
Robeson, i^-26359 — $.50. [**ff$$]. 
The organ richness of Robeson’s 
voice, the intensity of his feelings, 
are complemented by excellent re- 
cording and a sound orchestral 
background. 


Buzzard Song. Todd Duncan. D-29068 
— $1. [^*ff$$]. Tibbett. 

$1. [*ff$$]. 

This is one of the most original 
episodes in Gershwin’s score, music 
of fine energy and expressiveness. 
Both elements are more forcefully 
projected by Duncan than by Tib- 
bett. 

It Ain't Necessarily So. Duncan, D- 
29069—$!. [**ff$$]. Robeson. V- 
26358—^50. [*^ff$$]. Matthews. 

R-7562— $.75. Tibbett. V- 

11878 — $1. [**f$$3. 

I CANNOT endorse any of these re- 
cordings wholeheartedly, for that 
would imply one of them to be the 
equal of the performance by Bub- 
bles in the original production — a 
feat that is as yet matchless. All of 
the available performances suffer 
from various degrees of distortion, 
a fact possibly less prominent in the 
singing of Matthews than in any of 
his competitors. However, his ver- 
sion defers unnecessarily to the or- 
chestra, and it is poorly recorded. 
Of the others, I accord Duncan first 
honors for balanced merit while re- 
specting the superior singing of 
Robeson. Tibbett’s attempt is some- 
times ludicrously overdrawn, and, 
at best, condescending. 

Bess, You Is My Woman Now. Brown 
and Duncan. D-29069 — $1. [^^ff$$ 3 . 
Jepson and Tibbett. 

[**f$$ 3 . 

This is one instance in which the 
de luxe voices of Tibbett and Jep- 
son supply an element not acces- 
sible to Brown and Duncan, since 
this duet is closer to traditional 
opera than anything else in the 
score. Even so, I am of the opinion 
that Brown and Duncan have 
enough vocal resource for the music, 
together with a feeling for it that 
cannot be counterfeited by Jepson 
and Tibbett. 

There's a Steamboat Dot's Leavin' Soon 
for New York. Ramona. Irigi — ^$1. 
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This record is not cited because of 
any virtues of performance or re- 
cording, but merely because it is the 
only version of any kind on disks. 
Ramona sings in an intimate cafe 
manner and plays her own not re- 
markable accompaniment. The re- 
cording is the epitome of the word 
“ordinary.” 

Requiem. Eva Jessye Choir, i)-29O70 — 
$1. [**ff$$]. 

The choir sings enthusiastically, 
and the recording is excellent. 

Lament and Finale. Duncan and orches- 
tra conducted by Smallens. jD-29070 
— $1. [»*ff$$]. TibhetU T-11880— $1. 


The Tibbett record is devoted to 
that episode identified as “Where Is 
My Bess?” whereas the Duncan 
version goes on to include the clos- 
ing passages of the opera. How- 
ever, without this advantage, the 
Duncan effort is more in the spirit 
of the character, dramatic without 
being theatrical. 

Medley of Excerpts. Andre Kostelanetz 
and orchestra, (7-7362 — $1. [**f$$]. 
There is an almost audible glitter 
in this recording, but the “fancy” 
touches in the conducting are a little 
unbearable. 


ORCHESTRAL WORKS 


An American in Paris. George Gersh- 
vjin conducting' a symphony orches- 
tra, r-3 5963-4 — $1.50. [*ff$$]. Eaul 
W'hiteman*s orchestra, D-29054-5 — 
$2. [**f$$]. 

The version by the composer is 
nearly a dozen years old, and it was 
not, when first issued, a prime ex- 
ample of the recording being done at 
that time. The fact, then, is that this 
is a feeble and lusterless recording. 
However, it has considerably more 
of the spirit of Gershwin’s score 
than the recent truncated one by 
Whiteman, which has little artistic 
fiber or integrity. For itself, the old 


version has little that is recom- 
mendable, but that little is more than 
the new one can offer. 

Rhumba. Eosa Linda, piano, and the 
Whiteman Orchestra, D-29053-4 — 
$2. P*f$$$]. 

It is important to note that this is 
not the original form of the work 
to which Gershwin gave the title 
above but a revamping, with solo 
piano part, by Miss Linda, now 
known as “Cuban Overture.” Those 
who are interested in the Gershwin 
themes may hear them approxi- 
mated, though a faithful version of 
the original would be welcome. 


PIANO WORKS 


Three Preludes. George Gershvain, 
piano, C-71^2 — $1. [*ff$$]. Jeanne 
Be hr end, F- 179 10 — $1. [♦*f$$]. 
Here is one instance in which no 
excess of recorded quality can com- 
pensate for a deficiency of vigor 
and incisiveness. Behrend plays 
with a studious sympathy for the 
music, but she cannot command the 


percussive thrust the pieces demand, 
the sec rhythmic flavor that is in- 
separable from a proper effective- 
ness. These facts may be ascertained 
from a comparison with the com- 
posers own disk, which, though 
hopelessly antiquated as a record- 
ing, is nevertheless an infinitely 
more authentic experience. 


WORKS FOR PIANO AND ORCHESTRA 


Rhapsody in Blue. Jesds Maria Sanromd, 
and the Boston **Pops** Orchestra, 
conducted by Arthur Fiedler, F-Set 
358— $2.50. [**f$$]. Alec Temple- 


ton, voith orchestra led by Andre 
Kostelanetz, C-Set X196 — $2.50, 
[**f$$]. The composer, vnth or- 
chestra led by Paul Whiteman, F- 
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35822 — ^$.75. [^ff$$]. Roy Barffy and 
the Whiteman Orchestra, D-29051 — 
$1, Jose and Amparo Iturhi, 

two* pianos, V-Set 517 — ^$2.50. 
[**£$$]. Jesse (frawford, organ, 
22343 — $.50. [^f$$]. Eight piano 

ensemble, F-36123 — ^$.75. 

It is difficult to think of a work as 
much duplicated as this of which 
the total is so unsatisfying. The 
authentic flavor is undoubtedly the 
strongest in the old version of 
Gershwin and Whiteman, but the 
orchestra is dismayingly brassy, the 
quantity of sound rough and undis- 
ciplined. In the latest version, by 
Templeton and Kostelanetz, one is 
irresistibly impressed with the fact 
that the pianist wishes he were 
playing Rachmaninoff, and that the 
conductor is assured he is leading 
Tchaikovsky. The Sanroma-Fiedler 
collaboration has. much the same 


strengths and deficiencies as their 
version of the Gershwin concerto 
(see above), but the basic jazz 
spirit is even more important here 
and less in evidence. The new 
Whiteman version on Decca is 
dismally unconscientious and poorly 
reproduced. As for the other ver- 
sions, they are suitable for anyone 
who wants an organ version, or one 
for two pianos, or eight 
Second Rhapsody. Roy Bargy and the 
Whiteman Orchestra, D-29052 — $1. 
[*ff$$]. 

Moderate rapture is the utmost that 
can be summoned for this disk, even 
though it is the only available ver- 
sion of the work. Bargy is an 
efficient pianist, but here again the 
score is considerably cut, and the 
level of orchestral playing modest 
indeed. The recording is good. 


MISCELLANEOUS 


Strike Up the Band. Arthur Fiedler and 
the Boston "Pops'^ Orchestra, V- 
ii823--$i. [***ff$$]. 

A RIOTOUSLY emphatic recording 
and excellent for display of the 
splendid musicians directed by 
Fiedler. However, it is only dis- 


tantly related to Gershwin^s song. It 
will come automatically into the 
possession of those who accept my 
recommendation of the Sanromd- 
Piedler “Rhapsody in Blue,” for it 
occupies the final side of that set 


GERVAISE, CLAUDE 


Six Dances of the Renaissance. Curtis 
String Ensemble conducted by Louis 
Bailly, i^-4325— $.75* 

These, charming dances are pre- 
sented in the edition of Rosario 
Scalero, a member of the faculty of 


the Curtis Institute. He has done his 
job with taste and musical skill, 
and the gifted musicians conducted 
by Bailly perform the score impres- 
sively well. 


GIBBONS, ORLANDO 


Ah^ Dear Heort. London Madrigal 
Group, r-4317— $.75, [*ff$$]. 

The performance is conscientious, 
with particularly good intonation. 
Silver Swan, The. St, Georges Singers, 
C-S7i7-$.75. [*ff$$]. 


There is high musical intelligence 
’ in this performance, and a thorough 
sense of the style. 
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GIORDANI, GIUSEPPE 


Caro mio ben, Ezio Pinza, basso. V- 
I79i6—$i. Dino Borgioli, 

tenor. C-224M— $.75* ^oyal 

Dadmun, baritone. F-4009 — $.75. 

[**£$$]. 

There are better recorded versions 
in existence than any of these, but 
not in an American catalogue. Of 


the three, I prefer Pinza’s for the 
velvety texture of his voice, the 
magnificent jointure of his legato. 
It is also considerably the best re- 
cording. Of the others, both medi- 
ocre reproductions, the Borgioli is 
sung with a good deal more freedom 
and virility than Dadmun’s. 


GIORDANO, UMBERTO 


OPERA 


ANDREA 

Complete Set, Luigi Marini. {ChSnier), 
Carlo Galeffi {Gerard), Lina Bruna 
Rasa {Maddalena) , Salvatore Bac- 
caloni {Roucher), and Aristide Ba- 
racchi {Mathieu), vnth Lorenzo 
Molajoli conducting the La Scala 
Orchestra and Chorus. C-Set Op.21 
—$14. [^*ff$$]. 

The recording of this performance 
is one of the best of Columbia’s 
opera series, which is not unex- 
pected, as it is one of the last of 
such works to be issued. The or- 
chestra is especially well-recorded. 
Rasa’s voice is shrillish and pene- 
trating, but she has the dramatic 
power the role requires. The male 
voices, in the lower ranges, are more 
than acceptable — both Galeffi and 
Baccaloni are artists of established 
quality. The voice of Marini has 
more freedom and power than Ba- 
racchi’s, but the latter’s richness is 
not to be discounted. In all there 
are the characteristics of the aver- 
age Metropolitan performance in 
these disks plus a stronger sense of 
ensemble and a more skillful orches- 
tra. 

Un di oil' ozzurro spazio. Giovanni 
Martinelli. 7-6107— %t.^ [♦!£$$]. 

The tenor’s voice is tight and con- 
stricted, but it has more texture and 
life than most of the sounds Mar- 


CHINIER 

tinelli has produced recently. How- 
ever, the orchestra is absurdly small. 

Mamma morta, la, Rosa Raisa, soprano. 
T-14400 — $1. [*ff$$]. Claudia 

Muzio, soprano. C-9107 — $1. 
[**ff$$]. Irene Jessner, soprano. 
^-17256—$!. [**f$$]. 

A PARTISAN for each of these singers 
could make out an excellent case for 
his favorite. The only definite fact 
is that Jessner’s voice is much better 
recorded than either Muzio’s or 
Raisa’s. However, in this opinion, 
the singing of the latter is more re- 
fined, better controlled than Muzio’s, 
and a good deal more expressive 
than Jessner’s. 

Nemico della patria. Titta Ruffo, bari- 
tone. ^-7153—$!. [*ff$$]. 

The recording is antiquated, and 
Ruffo’s voice is fairly used up, but 
there is enormous spirit in his de- 
livery and an unmistakable au- 
thority. 

Come un bel di di Maggie. Martinelli. 

$1. [*ff$$]. 

The remarks above concerning Mar- 
tinelli’ s singing of another aria from 
this work are equally applicable for 
this one. However, there is no lack 
of power in the performance, and 
the singer offers his listeners a solid 
top B. 
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FEDORA 


Amor ti vieta. Alessandro Ziliani, 
tenor, — $.75. Rich- 

ard Crooks. r-2o63--$.75. [**£$$]. 
This singer’s colorful voice is no 
longer at its best, but still capable 
of sturdy service. The recording is 
not distinguished, but sufficient for 


the purpose. For Crooks the dra- 
matic demands of the music are 
arduous indeed, and the tessitura 
high. The recording is loud, to be 
sure, but the orchestra cannot be 
heard when the vocalist is in full 
cry. 


GLAZOUNOW, ALEXANDER 


CONCERTO 

In A minor. Jascha Heifetz, violin, 
vsith the London Philharmonic Or- 
chestra conducted by John Barbirolli. 
V-Set 218— $3.50. [**fff$$]. 

A GOOD case could be made out for 
the argument that this is as fine an 
example of Heifetz’s ability as rec- 
ords contain. The rich tone and im- 
maculate precision of the violinist’s 
technique may be assumed as a 


FOR VIOLIN 

given quantity of any performance 
by him, but one is not entitled to 
assume, in the same proportion, the 
kind of musicianship and care that 
he’ imparts to the music. Barbirolli 
provides a proper frame for Hei- 
fetz’s portraiture — a frame, more- 
over, which has its own symmetry 
and dimensions. The recording is 
extremely good. 


ORCHESTRAL WORKS 


Scenes de ballet. Eugene Goossens and 
the Nevs Symphony Orchestra. V- 
G17— $2.50. [**ff$$]. 

One of the most sonorous and evenly 
balanced albums in the new Victor 
series of Black Label albums, this 
is a genuine bargain at the adjusted 
prices. Goossens gives impulsive life 
to the music and extracts some excel- 
lent playing from his musicians. It 
may be noted, however, that the bal- 
let episodes are not presented in 
their original sequence but in an 
order that adapts them with the least 
inconvenience to four-minute record 
sides. 

The Seasons. The composer conducting 
an unidentified orchestra. C-Set 284 
— ^$5.50. [*ff$$]. Armas Jdrnefelt 
conducting an unidentified orchestra. 
D-25423-5-— $2.25. [^ff$$]. 

Despite its advanced number, the 
composer’s recording is stodgy, lack- 
ing in richness or vitality. However, 
there can be no question of the au- 
thority of the conducting. The values 


of the Jarnefelt version are alto- 
gether inferior. 

Bacchanale. Barbirolli and the Royal 
Opera Orchestra. ^'-11442 — $r. 
[**ff$$]. 

There is more energy in this per- 
formance, but not much more virtue 
in the recording. 

Stenko Razin. DisirS Defauw and the 
Brussels Conservatory Orchestra. C- 
7202-3— $2. [*ff$$]. 

So FAR as records are concerned, this 
is the most mature representation of 
Glazounow’s talent, though there 
may be some dissenters in favor of 
the violin concerto. As a spur to the 
memory it may be mentioned that a 
leading element in the piece is a 
lengthy treatment of the “Volga Boat 
Song.” Defauw treats the score with 
creative intelligence and with broad 
musical comprehension. The crash- 
ing climax doesn’t quite come off, 
because the recording is inferior, but 
most of the other details fare well. 
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CHAMBER MUSIC 

NOVELETTES, OPUS 15 


Interludium in modo antico. Pro Arte 
Quartet, i^-7838 — ^$1. De~ 

fau^w conducting the Brussels Con- 
servatory Orchestra, (7-67812 — ^$1. 
[*ff$$]. 

Since each of these versions is for 
a different combination of instru- 
ments, there is no basis for compari- 
son between them. The Pro Arte 
performance is competent and ma- 


ture, but not impressively recorded. 
Defauw imparts his usual proficiency 
to the musicians under his command, 
though there is virtually no separa- 
tion from Prokofiev’s “March” from 
the Love of Three Oranges j which 
precedes it on the first side. 

There are additional brief works 
by Glazounow on records, but they 
do not demand critical discussion. 


GLINKA, MICHAEL 


OPERA 

RUSSUN AND LUDMILLA 


Overture. Arthur Fiedler conducting 
the Boston ** Pops'' Orchestra, V- 
4427 — ^$.75. [***ff$$]. Sir Henry 

Wood and the Queen's Hall Orches- 
tra. £>-29042 — $1. [♦ff$$]. Freder- 
ick Stock and the Chicago Symphony 
Orchestra. V-ji2$ — ^$1. [*f$$$]. 

Not only as a recording but also as 
an interpretation the Fiedler disk is 
markedly superior to either of the 
others listed above. There are pace 
and impact in Fiedjier^s tempo, a 
finely vigorous rhythmic sense. 
Wood offers a capable enough state- 
ment of the score, which has the 


virtue of backing the last* side of the 
Bruckner G minor overture. There 
is little to commend in either the 
playing or recording of the Stock 
version. 

Rondo of Farlof (Act II). Feodor Chalia- 
pin, basso, voith unidentified orches- 
tra. F-7704 — ^$1. [*fff$$]. 

Though this record has been in the 

* catalogue for five years, and was 
probably made considerably before 
that, it is still a faithful testimony 
to Chaliapin’s enormous vitality and 
his very considerable vocal tech- 
nique. 


PIANO WORK 


The Lark. Pierre Luhoschutz and Genia 
Nemenoff, piano. ^’-17993 — $i* 

[**ff$$]. 

It is clever of Luboschutz to divide 
the intricacies of this piece among 


four hands and thus reduce by much 
its difficulties. However, the effect it 
conveys to the ear is pretty much 
the one Glinka intended. The re- 
cording is good. 


SONGS 


Doubt. Feodor Chaliapin, voith Lucien 
Schvsartz, violin, and Jean Bazilev- 
sky, piano. 1^-15422 — ^$1. [**ff$$]. 
Chaliapin sings with stunning 
effect, though with a somewhat 
lighter vocal quality than one is ac- 
customed to. Both assisting musicians 
are qualified, and the recording is 
good. 


Midnight Review. Chaliapin and orches- 
tra. ^-6619— $1. [*ff$$]. 

There is no facet of this remarkable 
song that is not illuminated by 
Chaliapin’s fine art, but his voice is 
dryly reproduced, and the accom- 
panying orchestra is disastrously 
small. 

Night. Chaliapin, vsith Jean Bazilev- 
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sky, piano. ^-15422 — $i. 

The melodic contours of this concep- 
tion are finely traced by Chaliapin, 
with potent atmospheric effect. 
Northern Star; Virtus Antiqua. Vladimir 


Rosinffi tenor. D-29046 — $1. 

Rosing’s artistry, his authentic style 
arc valuably employed in these two 
brief songs. The recording is effi- 
cient. 


GLUCK, CHRISTOPH W. VON 


BALLET 


Don Juan. Victor Chamber Orchestra. 
^-13648—$!. [*^fff$$]. 

I HAVE no objection to this well-con- 
ceived, admirably executed perform- 
ance save the implication of the label 
that it was made in America by a 
conductor so obscure that his name 
need not be mentioned. Actually it is 


the work of Hans von Benda and his 
chamber orchestra, under which des- 
ignation it first appeared in Ameri- 
can shops as an imported item. 
Surely Victor cannot expect us to in- 
dorse such feeble anti-nazism as this 
evasion of* a reasonable responsi- 
bility. 


OPERAS 

ALCESTE 


Overture. Willem Mengelherg conduct- 
ing the Concertgeboutvs Orchestra of 
Amsterdam. D-25571 — ^$.75. [*ff$$]. 
Adrian Boult and the BBC Orches- 
tra. F-12041— $1. [**ff$$$]. 

The advantage of recording that 
benefits Boult is offset by Mengel- 
berg’s substantially more dramatic 
conception and the slightly lower 
price of the Decca disk. Though the 
Mengelberg version is several years 
older than Boult’s, it was well in ad- 
vance of the general quality at the 
time it was made. 

Pivinitls du Styx. Helen Traubel, foAth 


orchestra conducted by Charles 
O'Connell. 1^-17268— $1. [^^^ff$$]. 
The power and range of Traubel’a 
voice are splendidly suited to this 
music, which she sings with fine 
freedom and expansiveness. How- 
ever, the imperious dignity of the 
music is more than a little under- 
stated, and there is not the grasp of 
its tragic eloquence that one would 
prefer to hear. Finally, though the 
orchestra is well-recorded, O’Con- 
nell’s direction is tentative, not as- 
sertive enough for the part assigned 
to the background by Gluck. 


ARM DE 


Air de Renoud. Joseph Rogatchewsky, 
tenor. C'-4i27 — ^$.75. [*ff$$]. 
Freedom and power are plentifully 
present in Rogatchewsky’s singing, 
but there is not much impact or elo- 
quence in his delivery. An item of 

IPHIGENIE 

Overture. Ho<ward Barlonsj and the CBS 
Symphony Orchestra. C-Set X138 — 
$2.50. [^ff$$]. W eissmann and an 
unidentified orchestra, I)-ZSZZ9 — 
$. 75 - 

At the considerably lower price 


worth is the flute-playing of Marcel 
Moyse. 

Musette. Victor Symphony Orchestra. 
r-20563— $.50. [*f$$$]. 

The recording is wheezy, the orches- 
tra small. 

EN AULIDE 

quoted, the Weissmann version has 
its attractions. However, the record- 
ing has little of the sheen or bright- 
ness of Barlow’s, nor is the playing 
of the orchestra as well-disciplined. 
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IPHIGtNIE EN TAURIDE 


Unis des ma plus, tendre enfance. 

Georges Thill, tenor, C-9116 — ^$1. 

Though Thill’s voice is not the most 
suave or most persuasive one can 
hear, he has the style for this music 
and a sufficiency of vocal skill. Eu- 
gene Bigot conducts the orchestra. 


Prayer, Act IV. Irmler Choir, with 
organ. 

Aside from the solid ability of the 
choir there is little to be said for 
this disk. The reproduction is poor, 
and the German text is used. 


ORPHiE ET EURIDICE 


Complete edition. Vlassojf Chorus and 
symphony orchestra directed by 
Henri Tomasi, with Alice Ra<veau 
{Orphee), Germaine Feraldy {Euri- 
dice), and Jany Delille {U Amour), 
C-Set Op, 15— $8.50. [**fff$$]. 

The completeness of this version is 
approximate rather than absolute, 
but there is virtually as much of the 
score on these disks as one ordinarily 
hears in the opera house. Moreover, 
there is a particularly high standard 
maintained by conductor Tomasi, 
his chorus and orchestra are excel- 
lent, and the singers are exception- 
ally able. Outstanding among them 
is Raveau, whose singing of the 
music of Orphee is firmly chiseled 
and eminently understanding. Her 
two principal associates are also 
first-rate artists. The recording 
(originally for French Path6) is lus- 
ciously resonant and well-propor- 
tioned. The titling respects the use 
of a French text. 

Donee of the Blessed Spirits. Arturo 
Toscanini and the New York Phil- 
harmonic Symphony Orchestra, V- 
7138 — ^$1. [**fff$$]. Tomasi andt the 
Orchestre Symphonique de Paris, C- 
69250 — ^$1. [^♦ff$$]. Gabrilowitsch 
and the Detroit Symphony Orchestra, 
iP^.6834— $1. [*ff$$3. G, CloH and 
an unidentified orchestra* D-20065 — 
$.50. [*f$$]. 

None of these is an impressive re- 
cording, but the quality of Tos- 
canini’s conducting is sufficient to 
overcome its disadvantage in rela- 


tion to Tomasi’s more recent release, 
(This is a coupling of two excerpts 
from the complete Columbia set.) 
There is some beautiful flute-playing 
on the Decca version by Marcel 
Moyse. Gabrilowitsch treats the 
music sensitively, but the recording 
is antique. 

Dance of the Furies. Tomasi conducting 
the Orchestre Symphonique de Paris. 
67-69250—$!. [**ff$$]. 

Together with the “Dance of the 
Blessed Spirits,” listed above, this is 
an extract from the complete Colum- 
bia version. It is played with fine 
spirit and good orchestral discipline. 

Melodic. Egon Petri, piano. 67-69153 — 
$1. P*ff$$]. 

Petri uses the Sgambati transcrip- 
tion, which he plays with fastidious 
clarity and unwavering control. Both 
his tone and the reproduction of it 
are excellent 

Che faro senza Euridice. Sigrid Onegin, 
contralto, ^'-6803 — $1. [*fff$$]. Enid 
Szantho, contralto, ^’-14229 — $i. 

[**ff$$]. Kerstin Thorborg, con- 
tralto. £>-23029 — $.75. [^ff$$]. 
Despite the considerable span in 
time between the Onegin and Szan- 
tho recordings, and the gain in fidel- 
ity for the latter, I prefer the beau- 
tifully controlled singing of the 
former singer. The Thorborg ver- 
sion is not without merit, but its 
disadvantages include the use of a 
German text and definitely scratchy 
surfaces. 



162 


A GtJIDE TO RECORDED MtJSIC 


PARIDE ED ELENA 


0 del tnio dolce order. Beniamino GiflL 
F-I4O30— $1. [♦*££$$]. 

For the most part Gigli sings with 
fine restraint and lovely vocal qual- 
ity, but a catch intrudes in his voice 


before the air is finished. The re- 
cording is good, both of the vocalist 
and the accompanying Scala orches- 
tra. 


LA SEMIRAMIDE 


Vieni, che poi sereno. Po<vla Frijsk, 
soprano, and Celius Dougherty, 
piano, F-2078 — $.75. 

The graceful, skillfully turned sing- 


ing of Frijsh is based on an arrange- 
ment by Liza Lehmann, Dougherty’s 
piano can scarcely replace an orches- 
tra, but his effort is a tasteful one. 


MISCELLANEOUS SUITES 


Airs de ballet. Walter Damrosck and 
the National Symphony Orchestra, 
r-7321-2— $2. ["^1$$]. 

Included in this compilation by 
Gevaert are the ^^Air,” *^Danse des 
esclaves,^’ “Tambourin,” and ‘^Cha- 
conne” from Iphiffenie en Aulide, 
and the “Chaconne” from Armide, 
The arrangement is tasteful, the 
performances under Damrosch dis- 
creet and musicianly. Most of the 
virtues here, including the playing 
and recording, are of the nonoffen- 
sive order, with nothing of distinc- 
tion in either respect 
Ballet Suite No. 1. Arthur Fiedler and 


the Boston ^^Fops^* Orchestra, F-Set 
787— $2,50. [*^f$$]. 

Rather than this new version by 
Fiedler I would have preferred a 
remake of the partial treatment by 
Blech, which has now been deleted 
from the catalogue. The fast sec- 
tions, as conceived by Fiedler, are 
boisterous rather ‘than merely vigor- 
ous, and the “Dance of the Blessed 
Spirits” is definitely frigid. There 
are many virtues in the recording, 
but also the excessive shrillness oc- 
casionally heard in these “Pops” re- 
cordings. 


GOLDMARK, KARL 


Im Friihling. Stock and the Chicago Or- 
chestra. F-6S76 — ^$1. [^f$$]. 

One of the oldest of electrical re- 
cordings, this should long ago have 
been retired to peace and the ob- 
scurity of the cut-out list. The play- 
ing is poorly reproduced, the inter- 
pretation undistinguished. 

Queen of Sheba Overture. Stock and the 
Chicago Orchestra. P^-7474 — $1. 

[*ff$$]. 

Somewhat more recent than the disk 
above, this is also an outmoded, anti- 
quated recording with nearly ten 
years of faithful service behind it. 
The performance is capable, the in- 
terpretation unexciting. 

Rustic Wedding Symphony. Howard Bar-' 
low and the CBS Symphony Orches- 
tra. C-Set 385— $5-50. [**ff$$]. Rob- 


ert Heger and the Vienna Philhar- 
monic Orchestra. V-Sei 103 — $5.50. 

Other things being equal, there 
would be justification in a prefer- 
ence for the refinement and disci- 
pline of the Heger reading, which is 
predominantly more satisfying than 
the enthusiasm and occasional un- 
certainty of the Barlow, However, 
the latter is recorded with consider- 
ably more vitality of sound and fi- 
delity of texture than its competitor 
and is thus a much more represen- 
tative account of the music. 

Sakuntala Overture. Arthur Fiedler and 
the Boston *^Pops** Orchestra. F- 
12610— $1, p**»^ff$$]. 

Music of this type, sonorous and un- 
perplexing, provides ideal occupa- 
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tion for Fiedler and the splendid 
orchestra at his disposal. In ad- 
dition, the recording is buoyantly 


energetic, with an abundance of 
color and plentiful dynamic contrast. 


GOUNOD, CHARLES FRANgOlS 


OPERAS 

FAUST 


Complete edition. Henri Busser conduct- 
inff the Opera-Comique Orchestra 
and Chorus, nmth Mireille Berthon 
{Marguerite), Cesar Vezzani 
{Faust), Marcel Journet {Mephisto- 
pheles), and Louis Musy {Vatentin). 
V-Set 105 — $20.50. [*■*££$$]. 
Spectacular merit is not a trait of 
this offering, but the performance is 
eminently sound, the recording ex- 
cellent in solidity and tonal power. 
However, the album is more notable 
for the singing of the choral and 
ensemble sections than it is for the 
famous big arias, which are to be 
heard in more opulent vocalization 
by the various celebrated singers 
listed below. However, VezzanFs 
voice, though a trifle uncertain and 
insecure, is fluent and powerful; 
Berthon is a cultivated artist, who 
makes shrewd use of a vocal equip- 
ment that was once, doubtless, bet- 
ter than it was at the time of this 
recording; and the late Journet, that 
amazing veteran of a phonograph 
career extending back to the days of 
Sembrich and Plangon, added to his 
authority an amount of vocal power 
that was by no means inconsiderable. 
Busser conducts with excellent un- 
derstanding and consistent musician- 
ship. Though the recording is nearly 
a decade old, it is still powerful, 
resonant, and well-balanced. 

Extracts. IJnidentified ^Metropolitan** 
artists. NCMA-Set 2--$i.75. [**f$$]. 
This is one in a series of abridged 
versions of standard operas spon- 
sored by a national committee, pre- 
sumably on a nonprofit basis. The 
recording is splendidly forceful and 
clear, the performance approxi- 


mately of the quality that one would 
hear at a Metropolitan Saturday 
evening “popular” performance. In 
other words, the singers are not of 
the Pinza, Bjoerling, Jepson level, 
but rather of the standard identified 
with such younger artists as Leonard 
Warren, John. Carter, Helen Olheim, 
Josephine Antoine, etc. (However, 
there is no certainty that any of 
these take part in this performance.) 
Included are the “Kermesse Scene,” 
the “Veau d’or,” the ‘‘Soldiers’ 
Chorus,” Marguerite’s “Waltz,” the 
“Prison Scene,” etc. At the price, the 
value is good. 

Kermesse. Metropolitan Opera Chorus 
and Orchestra directed by GiuUo 
Setti. ^'-9697 — ^$1. [*f$$$]. 

The recording is poor, the singing 
inaccurate, the direction stodgy. 

Avant de quitter. (Even Bravest Hearts). 
Lazorence Tihbett, baritone. F-8452 
— $1. [**ff$$]. Giuseppe de Luca. 
F-7o86-~$i. [*f$$]. 

The temptation here is to esteem 
the tradition that is de Luca’s, but it 
's impossible to deny Tibbett the 
strengths that are his: a richer voice 
more successfully reproduced and a 
definitely compelling conception of 
this aria. De Luca uses the Italian 
text, which, he sings with intensity 
and impressive understanding, but 
his voice was in poor shape when 
this disk was made. 

Veau d'or. Chaliapin, ‘with Cozette, 
tenor. V-qSoo — ^$1. [*ff$$]. Ezio 

Pinza. — $*75* [*^ff$$]. 

Those, whose interest here is pri- 
marily in a forceful delivery of the 
vocal line will find their wants best 
answered, by Pinza, whose voice has 
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rarely been recorded with greater 
expansiveness or fidelity. However, 
Chaliapin’s fine malice is a truly 
distinctive asset, and his version 
profits by the presence of the music 
allotted to Wagner and the chorus. 
The recording is hardly good, but it 
is clear enough to convey all the 
barbarisms of Chaliapin’s abomi- 
nable French. 

Waltz and Chorus. Metropolitan Opera 
Chorus. iF-9697— $1. [*f$$$]. 

This is a tasty companion to* the list- 
ing of the “Kermesse” above, sung 
with equal insouciance and dis- 
regard for the traditional niceties 
of choral performance. 

Salut! demeure. Richard Croohs. F- 
15542 — $1. [**ff$$]. Beniamino 

Gigli. ^'-8769—$!. [**f$$].. Giacomo 
Lauri-Volpi. ^-7339—$!. 

Gaston Michetetti, ^th orchestra 
conducted hy G. Cloez. D-zs^SS — 

$.75. [W]. 

Of these four singers, Crooks alone 
seems to have a consciousness of 
other elements in the aria save the 
B that is its climax (though it was 
probably more of an ordeal for him 
than for his three colleagues). Even 
though this is one of the best of the 
Gigli records (no small part of this 
is due to the conducting of Eugene 
Goossens), that is not endorsement 
enough, especially since he uses the 
Italian text. Crooks sings with more 
sense of style than either Gigli or 
Lauri-Volpi, though the purity and 
freedom of the latter’s voice is a 
considerable merit in his favor. It 
happens, however, that his voice is 
the least persuasively reproduced of 
the three. Micheletti’s thin voice just 
does see him through to the final 
cadence. 

Soldiers' Chorus. OpSra-Comique Chorus 
led by Cloez. D-25864 — ^$.75. [*f$$]. 
Despite the promise of the ensem- 
ble’s name, this is actually a poor 
record — feebly sung, slothfully con- 
ducted, and badly reproduced. How- 
ever, it is sung in FrcHch. 


Roi de Thul 4 , le. Elisabeth Rethberg, 
jf^-7179 — ^$1, [*ff$$]. Ninon Vallin. 
D-25861— $. 75 * Jeannette 

MacDonald, F-zoso — $.75. 

EidS Norina, ^-14725 — $1. 

The remarkable musicianship of 
Rethberg, her stature as an artist 
are the elements that weigh the 
balance in her favor. Her voice 
would hardly seem the ideal one 
for Marguerite or her music, but 
the results are persuasive. Of these 
performers, Vallin has the best vocal 
equipment for the music, and her 
version would undoubtedly be 
favored were it better recorded. 
The recommendation for MacDonald 
may seem a witless gesture for those 
whose impression of her is confined 
to Naughty Marietta or The Fire- 
fly, as reborn in Hollywood, but it 
is the surprising fact that this is a 
vibrant job of singing, marked by 
good taste and musical intelligence. 
Nor6na does all the conventional 
things with more than routine com- 
petence, but there is little color or 
dramatic fervor in her singing. 

Air des bijoux, Jeannette MacDonald. 
r-205o~-$.75. [*^ff$$]. Vallin. D- 
25861— $.75. [*ff$$]. NorSna. V- 

14725, also j^-15821 — $1, [^f$$]. 

Rethberg, ^'-7179-^1. Jose- 

phine Antoine. C-69813 — $1, 

From the listing above it must be 
apparent that coloratura singing 
must be at a low ebb indeed. The 
premier ranking for the MacDonald 
interpretation derives principally 
from the excellent recording of her 
fluent, undistinguished singing, an 
advantage which Vallin does not 
cnjV« Moreover the latter’s florid 
equipment is inferior to her general 
artistry. Nor6na presents the music 
accurately, but with little sparkle, 
while in the case of Rethberg her 
method of approach is the negation 
of lightness and volatility. There 
should be a separate paragraph for 
Antoine’s escapade, for it is hardly 
to be measured in the terms applied 
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to Vallin, Nor^na, Rethberg, even 
MacDonald. 

Mephisto's Serenade. Chaliapin, F-7600 

— $1. 

If one can disregard Chaliapin’s 
fantastic French one can find a con- 
siderable spirit and intelligence in 
his virtuoso performance of this 
music. The recording is by no means 
new, nor is it more than passable by 
any standards. 

Death of Valentin. Charles Cambon, 
chorus and orchestra, C-9091 — $1. 
[*ff$$]. 

The ensemble effect of this record- 
ing is striking, with as much credit 
for the reproduction and the chorus 
as for the solo singing of Cambon. 
However, that is thoroughly capable. 
Prison Scene ond Finale. Ninon Vallin, 
Julien Lafont, and Rene Maison, 
D-25864 — $.75. [*ff$$]. Marise 

Beaujoun, Fred Bourdon, and 
Georges Thill. C-9091 — $1. [*ff$$]. 
Joan Cross, Norman Walker, and 
Webster Booth, F-36235 — ^$.75. 
['^*f$$]. 

Of these three versions, only the 


first presents a reasonably complete 
performance of the final pages of 
the opera. It is also the best sung, 
though indifferently recorded. The 
Columbia offering is capably sung, 
and the recording is resonant 
enough. As for the collaboration of 
Cross, Walker, and Booth, the sing- 
ing is of the Sunday night popular 
concert order, completed by the use 
of an English text. 

Ballet Music. George W, Byng conduct- 
ing the Royal Opera Orchestra, V- 
9646-7— $2. [**ff$$]. 

Most opera-goers will hear, in these 
records, more of Gounod’s ample 
ballet music for this work than is 
ever presented in an opera house. 
The performance is vigorous, the 
recording loud and clear. 

Valse. Egon Petri, piano, C-69031 — $1. 
[*»ff$$]. 

Whether you are interested in 
Petri’s fingers or Gounod’s patterns, 
you will find them abundantly 
present in this recording. The Liszt 
elaboration is used, and the repro- 
duction is excellent. 


MIREILLE 


Overture. Paul Kerby conducting the 
Vienna Symphony Orchestra, C- 
69065 — $1. [*f$$]. G, Cloez con- 
ducting an anonymous orchestra, D- 
20093 — $.50. [*f$]. 

The Kerby performance is a shade 
better recorded than the Cloez, 
though not enough so to deserve a 
distinctively higher rating. Actually 
its principal merit is that the over- 
ture is not interrupted on Columbia’s 
single twelve-inch disk as it is on 
Decca’s ten. 

Valse. Lily Pons, Z)-230i6 — ^$.75. 

[*ff$$]. 

LA REINE 

PrSte-moi ton aide. Enrico Caruso, V- 
15732—$!. [*^fff$$]. 

Thanks, possibly, to some improve- 
ment of process, this impresses me 
as the best of the reissued Caruso 
records with dubbed accompani- 


This is a lighter voiced, even more 
birdlike Pons than one hears today, 
or on her American records, but 
the voice is clear and well-controlled. 
However, the accompanying orches- 
tra is undersized and badly re- 
corded. 

Anges du paradis. Georges Thill, C- 
9147— $1. [♦*ff$$]. 

It would be difficult to find a better 
specimen of Thill’s voice on records. 
Also, the reproduction is good. 


DE SABA 

ments. The veiled quality of the 
tenor’s voice (used here with un- 
characteristic lyric fervor) is suc- 
cessfully blended with the big 
resonant orchestra. 
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ROMIO ET JULIETTE 

Amour son ardeur, I'. Richard Crooks, piece of singing by del Campo, with 
^-15542 — $1. every intricacy beautifully articu- 

Capable singing, skillfully recorded. lated. Musically, the Nor6na ver- 

However, Crooks is needlessly tenta- sion is no less admirable, but it has 
tive about his top tones. little more than mechanical profit 

Vdse. Sofia del Campo, ^-9206 — ^$1. ciency to recommend it. MacDonald 

[^ff$$]. Norena, F-14742 — ^$1. is a good deal below the standard 

[*•^* 1 $$]. Jeannette MacDonald. V- of her “Jewel Song” here, laboring 
15850 — $1. [**f$$]. with the florid pattern and neglect- 

Despite the thinness of the record- ing the needs of good production, 
ing, this is a spectacularly good 

ORCHESTRAL WORKS 

Funeral March of a Marionette. Eugene ness that is wholly appropriate to 
Ormandy conducting the Minne- it. The recording is not as full- 

apolis Orchestra. F-8661 — $1. bodied as one expects today, but it 

[**ff$$]. Wood and the London is otherwise successful. Wood’s disk 

Philharmonic Orchestra. — has appeared much more recently, 

$1. [**f$$]. but it is not substantially superior 

Ormandy does a properly vivacious in fidelity to Ormandy’s version and 

performance of this entertaining a good deal less picturesque, 

work, with an air of mock-serious- 

SONGS 

Ave Maria. Jeannette MacDonald, to their liking, embellished as it is 

soprano. F-2049 — ^$.75. [**ff$$3. by the sound of Kreisler’s violin. 

Lehmann, soprano. D-20277 — $.50. The Gigli issue oflPers neither the 

[*ff$$]. Ponselle. V-6s<)^ — $1. finesse nor the violin. 

[*f$$]. John McCormack, tenor Barcarolle (Ofii voulez-vous oiler). Tino 
{cwith Fritz Kreisler, violin). V- Rossi, tenor. C-^^zz$ — $.75. [^***ff$$]. 

8032 — $1. [*ff$$]. Beniamino Gigli. Ninon V allin. D-^zo^z^ — $.50. [*ff$$ 3 . 

F-1786 — ^$.75. [**f$$ 3 . Whether one prefers the silky voice 

MacDonald’s version is given of Rossi or the mature artistry of 

preference both for the excellence of Vallin, one is assured of a well- 

the recording and the sound merit turned, satisfying performance, 

of the singing. Lehmann sings with Medj6 (Chanson arabe). Georges TkilL 
undeniable emotion, but the record- C-*^iz6 — $1. [^ff$$3. 

ing is inferior, the pressing poor. The singing is skillful, the record- 

Ponselle’s interpretation is over- ing dull but properly balanced, 

stressed, though vocally impressive. Nazareth. Richard Crooks. F-1634 — 
Those who prefer a male voice in $.75. [**ff$$ 3 . 
this sentimental exercise will doubt- Crooks has ample voice for this 

less find the finesse of McCormack work and uses it discreetly, 

MISCELUNEOUS 

Messe Solennelle, in G. Catholic Church The recording is half a dozen years 

Music Concert Choir, with Ena C. old, but the performance is con- 

Baldwin, Edward Reach, and scientious, the soloists thoroughly 

Norman W alker. C-4141-2 — ^$1.50. qualified. 

[*ff$$ 3 . 
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GRAINGER, PERCY 


Country Gardens. Eugene Ormandy 
conducting the Minneapolis Sym- 
phony Orchestra, V-1666 — $.75. 
[*ff$$]. 

Ormandy and his men treat this 
work with proper jollity and a good 
deal of sound skill. The recording is 
satisfactory. 

Londonderry Air. Ormandy and the 
Minneapolis Symphony Orchestra. 
F-8734 — $1. [**ff$$]. F alien Sevit- 
zky and the Philadelphia String 
Simfonietta, F-4186 — $.75. [*f$$]. 
Both the performance and the re- 
cording of the Ormandy version are 
much superior to the older Sevitzky 
edition. The former is a trifle more 
expensive, but there is compensa- 
tion for the added charge. 

Mock Morris; Handel in the Strand. Wood 
and the Queen^s Hall Orchestra, D- 
25609— $.75. ['^ff$$]. 

Even though the recording here is 
fuzzy and a bit thin, Wood offers a 
lively reconstruction of the two 
pieces. 


Molly on the Shore. Ormandy and the 
Minneapolis Symphony Orchestra, 
/^“8734— $1. [*^ff$$]. Sevitzky and 
the Philadelphia String Simfonietta. 
F-11560— $1. [*ff$$]. 

The notation for the “Londonderry 
Air” is equally applicable to this 
work. However, the Sevitzky version 
is pressed on the final side of the 
“Istar” variations of Dlndy, and 
those who acquire it in this way 
will hardly want a replacement. 

Shepherd's Hey. Ossip Gahrilonmtsch, 
piano, r-1095 — ^$.75. [*ff$$]. Or- 

mandy and the Minneapolis Or- 
chestra. F-166S — ^$.75. [*ff$$]. 

It is rather regrettable that this is 
one of the scanty few of Gabril- 
owitsch’s recordings that is still to 
be found in the catalogue, but its 
representation of his skill is acute, if 
it hardly depicts the scope of his 
musicianship. The recording is 
tinfcly. Ormandy’s version is a 
coupling with “Country Gardens,” 
and thus a double value. 


GRANADOS, ENRIQUE 


OPERA 

GOYESCAS 


Intermezzo. Fiedler and the Boston 
''Pops*' Orchestra. F-12429 — ^$1. 

Arb6s and the Madrid 
Symphony Orchestra. <7-68923 — ^$1. 
[^ff$$$]. Argentina, vjith orchestra, 
D-20524 — $.50. [*ff$$]. Casals, 

cello. F-66ss — $!• [**ff$$]. Marcel 
Hubert, cello. C-68346— $1. [**f$$]. 
Of the two orchestral versions, the 
Fiedler performance is markedly 
superior, not only for the superb 
recording but also for the greater 
precision and care of the playing. 
Argentina’s castanet playing has its 
own charm, and it is chiefly this 
that the recording projects. Both 
Casals and Hubert use the Cassado 


transcription, though the former 
makes considerably more of it. 

Moja y el Ruisenor. Eileen Joyce, piano. 
D-25746 — $.75. [*ff$$]. Iturbi. F- 
11562—$!. [**f$$]. 

This is a lesser known section of 
Goyescas, performed by Joyce with 
fine sympathy ^nd discipline, also 
with less of the conscious refinement 
of Iturbi. The latter is a first-rate 
example of piano-playing, but its 
sophistications are hardly appro- 
priate. There is not much to choose 
between the recordings. However, 
the Victor surface is preferable to 
the Decca* 
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SPANISH 

Nos. 1 to 12. Guillermo Cases ^ piano, 
D-20653.8— $3. 

According to the evidence of these 
records, Cases is a pianist of taste 
and technical competence, with 
plentiful spirit. The recording is not 
an embellishment of his playing, 
rather a barely serviceable medium 
for it. 

No. 2 in C minor. Goossens and the 
Nenv Light Orchestra, F- 35977 — $- 75 - 
[**ff$$]. 

This is the first in the orchestral 
series, brightly played by Goossens. 

No. 5 in E minor. George Copeland, 
piano, r-1823 — $.75. [^ff$$]. Goos- 
sens and the New Light Symphony 
Orchestra, /^- 35977 — $* 75 - 
JVood and the Queen*s Hall Or- 
chestra, — $-75- [*ff$$]. 

Conchita Superma, mezzo-soprano, 
D-25873~$.75- 

The artist to make the most of these 
patterns is not the pianist, or one 
of the conductors, but the invincible 
Supervia, with her challenging spirit 
and infallible musicianship. Aside 
from a little agitation as the work 
progresses, Copeland’s playing is 
crisp and idiomatic. The recording 
is twangy. The two orchestral ver- 


DANCES 

sions are confusingly numbered (one 
follows the piano sequence, the other 
— Goossens’ — the separate number- 
ing for the orchestral arrangements), 
but the balance of credit is distinctly 
in favor of Goossens. 

No. 6 in D (Rondalla Aragonesa). 
Goossens and the New Light Or- 
chestra, F-35978— $. 75 - 
Arb 6 s and the Madrid Symphony 
Orchestra, C-68923— $1. Pff$$]. 

Wood and the Queen's Hall Or- 
chestra. D-25743 — $.75- 
In the orchestral sequence this is 
No. 3. In any case it is a more 
elaborate form of the piano dance 
numbered six, and most effectively 
projected by Goossens. The Arb6s 
performance has admirable spirit, 
but the recording is poor. Wood’s 
conception is well-realized in the 
recording, but the total is not im- 
pressive. 

Jota Valenciana. Argentina, with or- 
chestra. D-20529— $.50. ["^11$$]. 

A BRILLIANT example of the skill of 
Argentina as a castanetist Though 
the recording is not well-balanced, 
the advantage, fortunately, favors 
the soloist. Her playing is pure de- 
light. 


SONGS 


Tonadillas: Las currutacas modestas; 
Callejeo; and La maja dolorosa. Con- 
chita Supervia, D-2054S — ^$.50. 

One could hear no more fervent 
singing of Spanish songs than 
Supervia offers on this disk. The 
reproduction hardly does justice to 
her voice, but its color and force 


are quite tangible. Frank Marshall 
plays able accompaniments. 

Mojo discreto, el. Swarthout, contralto, 
r-i6779-$i. [*^f$$3* 

If this represents Swarthout’s con- 
ception of authentic Spanish style, 
one can only wonder at its source. It 
is exceedingly awkward, rhythmi- 
cally unstable singing. 


GRETCHANINOV, ALEXANDER 


The Captive. Alexander Kipnis, basso, 
^-15894—$!. [**fff$$]. 

Both in color and accent, Kipnis’s 
voice is the perfect complement for 
the brooding sternness of Gretchani- 


nov’s invention. The recording is 
excellent 

Cradle Song. Don Cossack Chorus, C- 
722d — $1. [*'^*ff$$]. Vladimir Ros- 
ing, tenqr, 13-2546 8— 1^.75. [*ff$$]. 
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Serge jaroff’s passion for effects is 
more often an impediment than an 
asset in this interpretation, but the 
quality of the singing is difficult to 
ignore. The recording is good. 
Rosing’s voice, which is no longer 
of first-rate quality, is indifferently 
reproduced, but his singing is 
heartfelt and skillful. 

Credo: Liturgio Domestica. Feodor 
Chaliapin and the Metropolitan 
Church Chorus conducted by N. 
Afonsky, T-7715 — %t. [*ff$$]. 

The combination of this excellent 
chorus and Chaliapin’s unmistakably 
individual voice results in a record 
of uncommon quality. It requires 
little imaginative power for the 
listener to transplant himself to a 
Russian Orthodox Church in the 
reign of the ‘‘Little Father.” 

Dobrynya Nikititch: The Flowers Were 
Growing in the Fields. Don Cossack 
Chorus. C-7343 — ^$1. [*ff$$]. 

The discipline and precision of the 
chorus are aptly reflected by the 
recording. 

My Native Land. Lotte Lehmann, 
soprano. T-1893 — $.75. [*^ff$$], 

I WOULD endorse this interpretation 
were it not linked with another song 
on a single ten-inch side. Lehmann’s 
voice is in good shape and success- 
fully recorded. 


Over the Steppe. Igor Gorin, baritone, 
*ivitk orchestra conducted by Wil-- 
fred Pelletier. F-4414— $.75. p*ff$$]. 
Kathryn Meisle. — ^$.75. 

The impressive richness of Gorin’s 
voice is not paralleled by a similar 
musicality, but the emphasis in Pel- 
letier’s conducting is a spur to the 
singer. I am not partial to a woman’s 
voice in this song, but Meisle per- 
forms admirably. 

Rain. Vladimir Rosing, tenor. D-29049 
— $1. [*ff$$]. 

If the quality of the singing were 
matched by a similar excellence of 
recording, this would be a memo- 
rable disk. However, it remains a 
compromise, of benefit to those who 
esteem Rosing’s art. 

Responsory. Don Cossack Chorus. C- 
7325— $1. [*ff$$]. 

The beautiful singing of the un- 
identified tenor soloist and the 
general discipline of the chorus are 
the features of this disk. The record- 
ing is clean but not too resonant. 

Two Old Wedding Songs. Don Cossack 
Chorus. C-7220 — ^$1. [**ff$$]. 

The charm and animation of these 
songs are finely realized by the 
Cossack choristers. Obviously it is 
material that is congenial to them. 


GRETRY, ANDRE 


OPERAS 


L'AMANT 

S6r6nade. Miguel Villabella, tenor. 67 - 
17144 — $-75- [*ff$$].. 

The suavity of Villabella’s voice is 
beautifully suited to the material. 


JALOUX 

As an added inducement, the 
original accompaniment of two 
mandolins, two violins, and cello is 
used. 


CiPHALE ET PROCRIS 


Ballet Suite. Disire Defauw and the 
Brussels Conservatory Orchestra. C- 
69002 — $1. [^ff$$]. Gavotte only. 

Armida Senatra, violin. Z)-2o644 — 
$.50. 

Purists may object to Defauw’s u?e 


of the Mottl version, but the play- 
ing is clean and spirited. The solo 
version of the excerpt chosen by 
Senatra is technically proficient but 
otherwise unremarkable, 
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LA ROSliRE RiPUBLICAINE 

Ballet Suite. Selmar Meyrowitz and or- ing for the idiom. This is borne out 

chestra. U-17067-8 — $1.50. [**££$$]. by the per£ormance, which is lively, 

Since this is Meyrowitz's own ar- energetic, and tasteful It is hardly 

rangement, it is a reasonable pre- necessary to say that the material is 

sumption that he has a special feel- fabulously beautiful. 

ZiMIRi ET AZOR 

La Fauvette avec le petits. Lily Pons fortable for Pons, she sings with 

and the Renaissance Quintet, tujith lovely care and productive fluency. 

Frances Blaisdell, -flute, i^-zi49— I would like the string background 

$.75. [*^ff$$]. to be a little more ample, but the 

Though this style is a little uncom- recording is otherwise first-rate. 

MISCELLANEOUS 

Danses villageoises. F. Ruhlmann tenth ULpreuve villageoise and several 

an unidentified orchestra, C-Set Xiz6 other operas. Ruhlmann directs them 

— $2.50. [*ff$$]. with fine energy, but the recording 

Included in this suite are excerpts is often, coarse, 
from Richard Coeur de Lion, 

GRIEG, EDVARD 


CONCERTO FOR PIANO AND ORCHESTRA 

In A Minor. Walter^ Gieseking and the nances. Those whose ears will be 

Berlin State' Opera Orchestra con- offended by such mishaps will find 

ducted by Hans Roshaud, C-Set 313 the Gieseking a reasonable choice, 

— $4.50. [**ff$$]. Wilhelm Bachaus though I do not consider it a first- 

and the New Symphony Orchestra rate performance of this score. The 

conducted by John Barbirolli, V-Set artist’s sophistication is not always 

204 — $3.50. [*ff$$]. Arthur de Greef appropriate to the phrases in which 

and the Royal Albert Hall Orchestra it appears, and there is much varia- 

conducied by Landon Ronald. V-Set tion of tempo without cause. The 

G6 — $3.25. [*ff$$]. recording of the piano is excellent, 

Perversely, the most idiomatic and and the orchestra also sounds well 

spirited of these performances is However, its flaws do not include 

by De Greef, the veteran Belgian the kind of ponderosity that Bachaus 

pianist. However, it is also the old- imposes on the score, and though his 

est recording and vulnerable on facility is tremendous, it is not so 

many counts. In some passages the enlivening as it should be. Barbi- 

orchestra wavers, and discords re- rolli docs an energetic job of the 

place Grieg’s calculated conso- accompaniment. 

INCIDENTAL MUSIC 

PEER GYNT 

Suite No. 1 . Beecham and the London 404 — ^$2.50. [**ff$$]. Victor Kolar 

Philharmonic Orchestra. C-Set X180 and the Detroit Symphony Orchestra, 

—$2.50. [**fff$$]. Eugene Goossens ^-29076-7— $2. G, Inghel- 

and the London Philharmonic^ V-Set brecht and the Grand Orchestre 
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Philharmonique, C-Set Xiio — ^$2.50. 
[^f$$$]. Frieder W eis smarm and an 
unidentified orchestra. Z)-25254-5 — 
$1.50. pf$$]. 

It is perhaps unfair of Beecham to 
apply his penetrating eye, his absorb- 
ing ear, his inclusive heart to this 
work, for he has established, in 
these exceptional records, a standard 
to which conductors of the future 
will find it unhappily difficult to 
conform. The recording is worthy 
of this superb accomplishment, to 
my taste as imposing as any Beecham 
has put on records. It is noteworthy 
that Victor has replaced the disks 
of old Set 404 (by Barbirolli) with 
a much improved version by 
Goossens, though the number of the 
issue remains. It is a very re- 
spectable job Goossens does, but it 
is not in the class of the Beecham. 
The Kolar edition includes the 
second suite (as listed below) but 
the engineers’ perverse use of new 
resources, resulting in wire-thin 
strings and nasal woodwinds, are 
annoying flaws. Inghelbrecht and 
Weissmann are both embarrassed 
by outmoded recording. 

Suite No. 2 . Goossens and the Ne<u> 
Light Symphony Orchestra. F-9327-8 
— $2. [**ff$$]. Kolar and the De- 
troit Symphony^ Orchestra. 21-29077-8 
— $2. [**ff$$]. Ingrid's Lament and 
Solveig's Sunshine Song only. Frieder 
W eissmann leading an unidentified 
orchestra. 21-25462 — $.75. [*f$$]. 
Unless the purchaser is interested 
in an economy version of the two 
suites (as contained in the Kolar 
album for Decca, D-Set 169 — $3.50) 
he will combine the superlative 
Beecham set above with the efficient 


job of Goossens here. Kolar’s effort- 
ful effort is diminished by the in- 
ferior quality of his men and the 
superficially “brilliant” reproduction 
of the orchestra. Weissmann is en- 
gaged in a forlorn and hopeless 
task and does not vanquish it. 

Solveig's Sunshine Song. Kinon Vallin, 
nmth piano. 2I-25318 — $.75. [*ff$$]. 
Lucy Marsh, <with orchestra. T-4014 
— $*75* [*ff$$]* Amelita Galli-Curci, 
nuith orchestra. F-6924 — $1. [*f$$]. 
Elisabeth Schumann. F-1839 — ^$.75. 
[**ff$$]. 

This is the excerpt (included in the 
second orchestral suite) that is most 
often referred to merely as “Sol- 
veig’s Song.” However, there is also 
the “Cradle Song” noted below. Val- 
lin offers an exceedingly intelligent, 
finely phrased performance, but the 
use of a piano is unfortunate. Of 
the three versions with orchestra I 
prefer the one by Schumann, for its 
superior color and truly beautiful 
vocal quality. It also has the ad- 
vantage of an excellent orchestral 
background. Marsh also sings the 
music artistically, but the back- 
ground is not the one prescribed by 
Grieg. As for Galli-Curci, one can- 
not quibble with the quality of the 
singing, but there is little variety in 
her phrasing and not much color in 
the dynamics she employs. 

Solveig's Cradle Song. Lucy Marsh. 
F-4014— $.75. [*ff$$]. 

Since this is the only available 
version, the listener may be spared 
details beyond the statement that 
it is competently sung and inade- 
quately recorded. However, there is 
indisputable attraction in its cou- 
pling with the “Sunshine Song.” 


SIGURD JORSALFAR 


Triumphal March. John Barbirolli and 
unidentified orchestra, r-36317 — 
$.75. [*ff$$]. J. Pasternack and the 
Victor Symphony Orchestra. F-35763 
-$. 7 S. [•f$$]. 

The forceful emphasis of Barbirolli 


is a decided boon to the effect of this 
performance. It is not too well- 
recorded, but the advantage, even 
in this respect, is considerable over 
the plodding performance of Paster- 
nack. 
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Alls Holberg's Zeit. fF alter Goehr and 
the London String Orchestra, V-Set 
792— $2.50. 

Goehr shapes this engaging music 
with fastidious sensitivity and a 
sound measure of musical compre- 
hension. The sound of the strings 
commanded by Goehr is uncom- 
monly suave, the reproduction of 
the ensemble first rate. 

Elegiac Melodies. Goossens and the 
London Philharmonic Orchestra, V- 
1261 X — $x. [**ff$$]. Mengelherg 

and the Concertgebouw Orchestra 
of Amsterdam. ^-68024 — $1. [*f$$]. 
Goossens’ version does not have the 
contrast and variety of Mengel- 
berg’s, but it is also free of the 
latter’s showiness. In addition, the 
former has considerably more life 
and resonance in the recording. 

Varen. Eide NorSna. ^- 15 x 80 — ^$ 1 . 

[^*f$$]. 

This is the original vocal version 
of the second of the Elegiac Melo- 
dies — “The Last Spring” — though it 
is further confused by the labeling 
of the opposite side of this record 
as “Viren.” Nor^na sings with fine 
style and vocal resource, though 
with too much restraint for this 
taste. 

Lyric Suite. Royal Albert Hall Orches- 
tra conducted by Eugene Goossens, 
^-9073-4 — $2. [^*ff$$]. Sir Landon 
Ronald and the London Philhar^ 
monic Orchestra. V-Set G13 — $3.25. 
[*ff$$]. Nocturne only. Mary Barratt 
Due. jD-20249 — $.50. [^f$$]. 

Both Ronald and Goossens use the 

PIANO 

An der Wiege. Walter Giesehing, piano, 
U-69090— $x. [**ff$$]. 

To THE familiar pianistic address of 
his playing Gieseking adds an in- 
imitable charm and understanding. 
The piece (and the “Franzosische 
Serenade” noted below) may be 
found on the final side of the album 
devoted to Grieg’s A minor concerto. 


L WORKS 

orchestral version of four sections 
of this suite made by Grieg. The 
enthusiasm of the latter perform- 
ance is admirable, and though the 
recording is a bit gritty, it has fine 
strength and good balance. The 
greater length of the album super- 
vised by Ronald is explained by the 
inclusion of the “Homage March” 
conducted by John Barbirolli. How- 
ever, the recording under both con- 
ductors is inferior to Goossens’. Due 
plays the “Nocturne” (in the orig- 
inal form) with good musicianship, 
but her performance is poorly re- 
produced. 

Norwegian Dances Nos. 1 to 4. Leo Blech 
and the London Symphony Orches- 
tra. 1^-11456-7 — $2. [*ff$$]. Nos. 1 
and 4 only. F. Ruhlmann conducting 
an anonymous orchestra. C-69409 — 
$1. 

There is plenty of resonance in the 
Blech recording if not as much color 
or variety as one might desire. How- 
ever, the conducting is vigorous and 
well-planned. Ruhimann’s perform- 
ances are routine, and the playing 
of the orchestra does not excel that 
restraint. 

Symphonic Dances, Issay Dohrowen and 
unidentified orchestra, D-%S2^i-z — 
$1.50. [*ff$$]. 

Even without the wheezy recording, 
Dobrowen’s conducting would be a 
formidable handicap for any orches- 
tra, However, in the absence of an- 
other recording, this one is service- 
able. 

WORKS 

Franzbsische Serenade. Gieseking, C- 
69090— $1. [«‘^ff$$]. 

Despite the contradictory character 
of the title, this is an engaging piece, 
played with fine zest and deftness. 
See entry above. 

Norwegian Bridal Procession. Edmrd 
Grieg, piano* D-20230— $.50. [^f$$]. 
Robert Hood Bo*wers and orchestra. 
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^■" 7345 — ^$1' Rosario Bour- 

don and orchestra, F-20805 — $.50. 

[^f$$]. 

None of these is a recording that 
would merit more than casual atten- 
tion were there any reasonable com- 
petition. However, the performance 
by Grieg has the interest of repro- 
ducing the composer’s own inten- 
tions, even at second hand, for the 
performance was originally played 
for a reproducing piano thirty years 
ago and recently dubbed from that 
roll. Even for those who are not 
sentimentalists, this disk has its 
aura. The two orchestral perform- 
ances are placidly routine, almost 
painfully so. 

Papillon. Gieseking, D-25283 — ^$.75. 
[*ff$$]. Marthe Rennesson, D- 
20615— $.50. [*f$$]. 

Among musical lepidoptera Grieg’s 
entry is one of the most pictorial. 
Gieseking recreates it believably, 
though the recording is faint. I 


should prefer it even were the Ren- 
nesson performance cheaper than it 
is. 

To Spring. W alter Gieseking. D-25283 
— $* 75 ‘ Marthe Rennesson. 

Z)-2o6i6 — $.50. Myrtle Eaver, 

r-22iS3“-$.50. Marek 

Weheids Orchestra. ^-25777 — ^$.50. 
[*f$$]. 

Neither of the lesser known pianists 
can match the variety and finish of 
Gieseking’s performance, though the 
recording of both of the other per- 
formances is superior. However, the 
difference is hardly sufficient to in- 
validate the personality and artistry 
of his playing. For those who prefer 
the lushness of orchestral strings, 
Weber offers a throbbing, well- 
recorded performance. 

Wedding Day at Troldhaugen. Gieseking. 
JD-25283— $.75. [*ff$$]. 

The ability of this artist even sur- 
vives the dullness of this recording, 
which is high i)raise indeed. 


QUARTET FOR STRINGS 


In G minor, opus 27 . Budapest Quartet. 
V-Set 465— $4.50. [*fff$$]. 

A FORTUNATE instance in which the 
ability of the performing group even 
exceeds the necessities of the work 
with which they are concerned, to 
the advantage of Grieg. The vigor. 


melodic perception, and musicianship 
of the players thus are channeled to 
the benefit of the listener. Though 
the recording in the upper strings 
tends to be thin, it is otherwise satis- 
factory. 


SONATAS FOR PIANO AND VIOLIN 


In G, opus 13 . Jascha Heifetz, violin, 
and Emanuel Bay, piano. V-Set 735 
—$3. [**ff$$ 3 . 

To MY taste, a replacement for the 
work below would have been more 
desirable than a de luxe interpreta- 
tion of this slighter score. Heifetz 
realizes the lyric sections of the work 
with fine tonal suavity and emotional 
vitality, but his tone is thinnish and 
unpersuasive in the more rugged 
pages. Bay is generally capable in 
this performance, though the piano 
itself is not faithfully reproduced. 


In C minor, opus 45 . Fritz Kreisler, vio- 
lin, and Sergei Rachmaninoff, piano. 
y.Set 45 “‘$ 3 - 50 . [*ff$$]. 

Despite the age of this recording 
(which dates back to the memorable, 
in other ways, year of 1929), the 
force and skill of the performance 
are tangibly preserved. Actually the 
age of the recording permits the lis- 
tener a more valid evidence of 
Kreisler’s ability than issues of the 
last few years. 
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SONGS 


Et hSb. Kirsten Flagstad. $.75. 

Though the spirit of this interpreta- 
tion could be lighter, the singing is 
opulent in tone and ably recorded. A 
Norwegian text is used. 

Gynger en bSt pa Bolge. Flagstad. V- 
1813— $.75. 

A BEAUTIFUL song, admirably sung. 
The recording is good. (Sung in 
Norwegian.) 

From Monte Pincio. EidS NorSna. V- 
15180 — $1. 

The reverse side of Nor6na*s 
*^Viren,” incorrectly bearing that 
title. The singing is calm and capa- 
ble. 

Ich liebe dich. Flagstad, r-1804— $.75. 
[**ff$$]. Emmy Bettendorf. D- 
25360 — $.75. [*ff$$]. Charles Kull- 
mann, tenor. C-4143 — ^$.75. [**f$$]. 
Richard Tauher, tenor. D’- 202 SX — 
$.50. [^f$$]. 

Purely on a basis of interpretation, 
I would award the preference to 
Emmy Bettendorf, sensitive artist 
and dependable musician, whose 
singing is beautifully formed, mar- 
velously articulated. However, her 
voice could never be classed with 
Flagstad’s, and the reproduction of 
the two leaves a wide margin in fa- 
vor of the latter. Incidentally, Flag- 
stad uses a Norwegian text, against 
Bettendorf’s German. Among the 
men, the honors belong* to Kullmann, 
not for his superior voice (he sings 
in English), but rather for his re- 
straint Tauber is almost uncontrol- 
lably amorous. To conclude the cata- 
logue, it may be mentioned that 
Flagstad is the only singei'^who uses 
a piano background — all the others 
are sung with various types of or- 
chestras. 

Im Kahne. Flagstad. F-iSig — $.7?. 

[^*ff$$]. 

A particularly fine song, brilliantly 
sung. A German text is used. 


Lys Nat. Flagstad. P-18 14 — $.75. 
[^*ff$$]. 

To THE other virtues of her singing 
Flagstad adds the use of an authen- 
tic text Edwin McArthur is the obe- 
dient pianist 

Minstrel's Song, opus 25 , No. 4 . Povla 
Frijsh. P-2079— $.75. 

A CHARMING vignette, beautifully 
sketched by Frijsh. The recording is 
very good. 

Our Native Land. Conrad Thihault. P- 
11829 — 

A Grieg enthusiast would find little 
indeed on this record to reward him, 
for the song occupies less than a 
minute, sharing a side with two 
other songs. The singing is capable. 

Schwan, ein. Flagstad. P-r8r4 — $.75. 
[*<'^ff$$]. Lauritz Melchior. P-2007 
-$.75. 

The huskiness of Melchior’s voice 
diminishes the eflFect of an otherwise 
feeling, well-controlled performance. 
However, there is little question of 
the greater eloquence and finish of 
Flagstad’s singing. Melchior sings 
in Norwegian (though he is a 
Dane), Flagstad in German (though 
she is a Norwegian). 

Traum, ein. Flagstad. P-1804— $.75. 
[*^fff$$]. 

To THIS taste, this is Flagstad’s fin- 
est recorded performance of lieder, 
not only for the sweep and abun- 
dance of the voice but also for the 
very real insight of the singing. 

Vfiren. EidS Norina. P-15180 — $1. 

[♦*£$$]. 

See entry under Elegiac Melodies^ 
p. 172. 

Way of the World. Lamhert Murphy, 
tenor. P-24791 — $.50. [^f$$]. 

In the absence of another perform- 
ance this will suffice, though one 
could scarcely call it distinguishcdi 
The recording is fair. 
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VIOLIN AND PIANO 

Puck. Jascha Heifetz, violin, and Scherzo- Impromptu. Heifetz, violin, V- 
Emanuel Bay, piano, F-6848 — $1. 6622 — $1. [*ff$$]. 

If there is a diminutive of morceau, 
Heifetz’s glistening technic and fas- this deserves the term, for it is 

tidious musicianship almost obscure barely more than a few revolutions 

the briefness of this piece. However, of the turntable. While it lasts, it is 

it is impeccably played. beautifully performed. 

GRIFFES, CHARLES 

ORCHESTRAL WORKS 

Pleasure Dome of Kubla Khan. Eugene has substantial virtues to commend 

Ormandy and the Minneapolis Sym- it — an understanding performance 

phony Orchestra, i^-7957 — ^$1. energetically projected by Ormandy. 

[*ff$$]. However, some of the details of the 

Unquestionably a new recording of scoring are muffled, and the string 
this work is in order, but this one quality is coarse. 

PIANO WORKS 

The White Peacock. Olga Samar off- chestra. C-17140— $.75. [**ff$$]. 

Stokonvski. F-7^%4. — $1, [*ff$$]. Both conductors utilize the orches- 

The playing is sensitive but a little tration of the composer, which makes 

restrained, and the reproduction of the basic thought a considerably 

thins out the characteristic tone of more persuasive picture than is pre- 

the instrument, especially at the top sented in the piano piece. The even- 

and bottom of the range. tual result is pretty much the same, 

The White Peacock. Eastman-Ro Chester save that the Hanson version is 

Symphony Orchestra directed by played on a twelve-inch disk and 

Hanson. r-15659 — $1. [**ff$$]. thus is not interrupted, as the Bar- 

Howard Barlovj and the CBS Or- low is. 

WORKS FOR QUARTET 

Two Sketches Based on Indian Themes. quired, the Coolidges incline to be 
Coolidge Quartet. V-Set 558 — $2.50. scratchy and sharp-edged, but the 

[**ff$$]. performances are otherwise pro- 

When a large body of sound is re- iicient. 

SONGS 

By a Lonely Forest Pathway. Glenn Bar- gence, control, and good diction. 

win, bass, F-36224— $.75. [**ff$$]. Elsa Fiedler is the capable accom- 

VoCAL richness is abundantly present panist. - 

in Darwin’s singing, also intelli- 

HADLEY, HENRY 


Concertino for Piano and Orchestro. Eu- 
nice Howard and the Victor Sym- 


phony Orchestra conducted by Philip 
James. V-Set 634— $2.50. [**ff$$]. 
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The playing of the soloist and the 
accompaniment provided by James 
are both of musicianly quality, but 
it is difficult to find more positive 
merit in the playing of a work so 
nebulous as this one. The recording 
is efficient. 


October Twilight. P/nlip James and the 
Victor Symphony Orchestra. V- 
12600 — $1. 

The mildly French atmosphere is 
carefully realized by James and 
capably reproduced. 


HAHN, REYNALDO 


Air, r. Ninon Vallin» D-20506 — $.50. 

[*ff$]. 

Since the preponderant majority of 
Hahn recordings are by this same 
singer, and since their character is 
prevailingly similar, a description 
of one will suffice for all. In combi- 
nation with her remarkable vocal 
abilities is a feeling for the style of 
this music, which is right both for its 
sophistication and sentimentality. 
Those who are partial to these 
lyrics could hardly ask for more 
fanciful singing of them, especially 
as the pianist is Hahn himself. Note, 
too, that this and the other Decca 
records listed below are included 
on five records which, together, cost 
$2.50. 

Cimeti^re de campagne. Vallin and 
Hahn. 67-17160 — $.75. [^*ff$$]. 

D'une prison. Vallin and Hahn. D- 
20505 — $.50. [*ff$]. 

D6faiss6e, la. Vallin and Hahn. D- 
20507— $.50. [^ff$]. 

itoiles, les. Vallin and Hahn. D-20507 
-$.50. inm. 

Heure exquise, T. Vallin and Hahn. C- 
17x60— $.75. [^*ff$$]. Same. D- 

20504— $.50. [*ff$]. 


There is little difference in the qual- 
ity of the last two interpretations, 
but the Columbia is better repro- 
duced than the Decca and marred 
by less surface sound. It is, under 
the circumstances, worth the addi- 
tional charge. 

Infidelity. Vallin and Hahn. D-20505 — 
$.50. [^ff$]. 

Lyde. Vallin and Hahn. D-20508 — 
$.50. [*ff$]. 

Pouvre laboreur, le. Reynaldo Hahn. 67 - 
4124— $.75. 

In contrast to all but one of the 
Other records listed in this group, 
the singer is Hahn himself. The 
character of his dubious tenor voice 
is a revealing commentary on the 
songs. 

Printemps, le. Vallin and Hahn. D- 
20506-^.50. [^ff$]. 

Retour du marin, le. Hahn. C-4124 — 
$.75. [*^ff$$ 3 . 

Si mes vers avaient des oiles. Vallin and 
Hahn. D-20504— $.50. [^ff$]. 

Tyndoris. Vallin and Hahn. i)-205o8— 

$.50. [*f$ 3 . 


HALEVY, J. F. 


OPERA 

U JUIVE 


Si le rigeur et la vengeonce (Act I). 

Michael Bohnen, basso. 17-258 10— 

$.75. t*ff$$ 3 . 

Remarkable as the fact is, this is 
the only record of music from 


Haiyvy’s famous opera to be found 
in a domestic catalogue. This is not 
the statement of an aesthetic regret 
but merely an expression of surprise 
that both the Caruso and Martinelli 
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records of the celebrated tenor aria 
have vanished from the lists. Boh- 
nen’s voice is another reason for 


calling attention to this offering, 
though the recording of it is none 
too flattering. 


HALVORSEN, JOHAN 


Entry of the Boyards. Armas Jdrnefelt 
conducting the Stor Symphony Or- 
chestra, D-25784— $.75. [*ff$$]. 
This performance would be wholly 


acceptable were the recording equal 
to the playing. However, that is not 
so; and its attraction must depend 
altogether on its singularity. 


HANDEL, GEORGE FREDERICK 


CONCERT! GROSS! 


Nos. 1 to 6, opus 6. String Orchestra di- 
rected by Boyd Neel, D-25655-25667 

-$9.75. 

Even though Decca has never made 
good its promise to present the whole 
series of Concerti Grossi under 
Neel’s direction, this group of rec- 
ords nevertheless is a high spot in 
its catalogue. The playing is just 
and unpretentious, the recording me- 
chanically proficient, particularly in 
its balancing of the solo instruments 
against the body of the orchestra. 
Neel is not a virtuoso among con- 
ductors, but there is a pervasive 
thoroughness in his direction, a 
sturdy sense of emphasis and con- 
trast. The surfaces are above the 
current noise standard of other 
companies, but they are only a mod- 
erate interference with one’s enjoy- 
ment of the music. Altogether, this 
issue deserves to be noted as a genu- 
ine bargain. 

No. 1 in G. Herman Diener and the 
Berlin Collegium Musicum Orches- 
tra. r-13 696-7 — $2. [***ff$$]. 

See entry below. 

No. 5 in D. felix W eingartner and the 
London Philharmonic Orchestra. C- 
Set X142 — $2.50. [♦^fflS]. Diener 
and the Berlin Collegium Musicum 
Orchestra. F-is 698-9 — $2. [**^ff$$]. 
There is a distinction of treatment 
to be noted between those perform- 


ances, for Diener uses a body of 
strings about parallel to Neel’s, 
whereas Weingartner uses a con- 
siderably larger group — approxi- 
mately what one hears at the aver- 
age symphony concert performance 
of these works. Weingartner is more 
intent upon details of phrasing and 
dynamics than either Neel or Diener, 
but the latter’s men play with superb 
string tone and a marvelously 
cohesive ensemble. With all my ad- 
miration for Neel, I cannot deny 
that I would prefer to hear Diener’a 
men, especially as the reproduction 
is beautifully centered. However, 
Weingartner’ s versions of this and 
the work below will be a deep satis- 
faction to those who prefer a larger 
group of strings, for the playing is 
expert, the reproduction first rate. 

No. 6 in G minor. W eingartner and the 
London Philharmonic Orchestra, C- 
Set Xi54— $2.50. p*ff$$]. 

See. entry above. 

No. 10 in D minor (Overture ond Gavotte 
only). Hermann Abendroth conduct- 
ing the Cologne Chamber Orchestra, 
D-20045 — $.50. [*f$$]. 

This item is noted primarily as in- 
formation, for neither the perform- 
ance nor the reproduction is arrest- 
ing. 

No. 12 in 6 minor (Larghetto only). 
Koussemtxky and the Boston Sym- 
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fhony Orchestra, r-14231 — $1. 

Major importance can hardly be 
assigned to this item, for it leaves 


four-fifths of the work untouched. 
However, the playing is magnificent, 
anji the reproduction efficient, if 
slightly out of balance. 


CONCERTOS 


OBOE AND 

No. 1 in B flat. Leon Goossens and the 
London Philharmonic Orchestra 
conducted by Eugene Goossens, 
lafias— $1. [**fff$$]. 

The. brothers Goossens have con- 
trived nothing for the phonograph, 
either* singly or together, to surpass 
the sheer musical delight of this 
performance. In its surpassing vital- 
ity, intelligent emotion, and trium- 
phant musicianship it is an accom- 
plishment of the first rank. The re- 
cording is not so good as its 
comparatively recent release here 
would have foreshadowed, but it is 
a balanced, workmanlike job. 

ORCHESTRA 

Opus 4, No. 2 in B flat. E, Bullock 
and string orchestra, F-42 19-20 — 
$1.50. [**ff$$]. E, Po<uoer Biggs and 
Sinfonietta directed by Fiedler, F- 
15751— $1- 

No NUMBER is Specified on the Bullock 
disks, but this is the one it lacks. The 
playing is hearty and sufficiently 
tasteful, and the organ (of the 
Westminster Abbey) splendidly re- 
corded. The catalogue of omission 
is completed by the absence of the 
conductor’s name. Biggs’ version is 
newer, but it is marred by inde- 
scribable, echoey, brittle recording. 

Opus 4, No, 4 in F. Manuel and JFiU 
liamson Harpsichord Ensemble, M- 
1150- 1— $3. [*^f$$]. Otto DunkeU 
berg, organ, D-25794 — $.75. [*f$$]. 
The performance of the harpsichord 
ensemble is listed first not because 
I endorse it but simply because it 
covers all the notes Handel wrote, 
at least. However, the playing is 
conservative in the extreme, the 
rhythms metronomic and unyielding. 
(The arrangement is an alternative 


ORCHESTRA 

No. 3 in G minor. Mitchell’ Miller and 
the CBS Orchestra conducted by 
Howard Barlow. C'-6966o — ^$1. 
[**ff$$]. Florian Mueller and the 
PFilliamson Ensemble, ikf-1149 — 
$1.50. [*ff$$]. ^ 

Miller’s tone is flatter, less reso- 
nant than that of most oboists, but 
he controls it well. Both his and 
the orchestra’s playing is spirited, 
and in most details well worked- 
out. The alternative version appeals 
to me neither as a recording nor as 
a performance. 


AND ORGAN 

sanctioned by the composer.) The 
organist plays only the first move- 
ment, ponderously and with little 
animation. He is not flattered by 
the reproduction. 

Opus 4, No. 6 in B flat. M, Roesgen* 
Champion, harpsichord, with or- 
chestra conducted by Piero Cop- 
pola. 1^-4363-4— $1.50. [’'^ff$$]. Lily 
Laskine, harp, with orchestra con-' 
ducted by Manuel Rosenthal, D- 
20I74-5 -$i. [*f$]. 

Neither of these, it will be noted, 
is in the form originally intended 
for this material by the composer, 
though he specified the harpsichord 
as an’ alternative for the organ and 
endorsed the use of the harp by 
making the version himself. I find 
more justice in the playing of 
Roesgen- Champion and the conduct- 
ing of Coppola than in the Laskine- 
Rosenthal version. The harpsichord 
she uses has more depth of tone than 
one expects from this instrument, 
and it is well-reproduced. Laikine 
does a sound job in her version, but 
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the dynamic possibilities of the harp 
in such music as this are limited, 
and she is at a disadvantage in be- 
ing too far away from the micro- 
phone. 

Opus 7 , No. 4 in D minor. E. Power 
Biggs and a small orchestra con- 
ducted by Arthur Fiedler, V-Set 587 
—$2.50. [*Hmi 

opus 1 , No. 5 in G minor. Same per- 
formers as aho^ve, j^-2099-2100 — 
$1.50. [^*ff$$]. 

There are numerous merits in each 
of these, including the use of an 
appropriate instrument, excellent 
performance by the orchestra, and 
bright recording. For my taste, how- 
ever, Biggs contributes little per- 
sonal viewpoint to the music, con- 
tenting himself with inevitable 
propriety. 

No. 13 in F ("Cuckoo ond the Night- 
ingale"). Biggs and the Arthur Fied- 
ler Sinfonietta, V-Set 733 — ^$2.50. 

[*ff$$]. 

As IN the case of the other collabora- 


tions of Fiedler and Biggs, the 
poorly balanced, unfocused record- 
ing impress me as the result of 
using the hall at Cambridge in 
which the baroque organ is situated. 
The results here are an improve- 
ment on V-I57SI, the worst of the 
series, but they are hardly good 
enough. In addition the solo playing 
of Biggs is not so fanciful as one 
would like, especially in the pic- 
turesque second movement, which 
gives the work its name. 

In D major. Harold Dawber and Lon- 
don Symphony Orchestra conducted 
by Harty. C-68256 — ^$1. [*ff$$]. 
According, to R. D. Darrell’s indis- 
pensable Encyclopaedia of Recorded 
Music (Gramophone Shop, N. Y., 
1936) this is an isolated concerto by 
Handel, transformed to its present 
guise by Harty. He directs it en- 
thusiastically and with proper def- 
erence to the place of the excellent 
soloist in the ensemble. 


ORCHESTRA AND VlOU 


In B minor. William Primrose and 
chamber orchestra conducted by 
Walter Goehr, C-Set 295 — ^$3.25. 
[^*fff$$]. 

Despite the plainly Handelian char- 
acteristics of this music, one is auto- 
matically suspicious of its origin be- 
cause the arranger, Henri Casadesus, 


will not disclose its source or de- 
scribe its previous form. Aside from 
this point, one can endorse without 
qualification the warmth and 
strength of Primrose’s performance, 
the helpful collaboration of the 
orchestra, and the fresh clarity of 
the recording. 


HARPSICHORD WORKS 


Capriccio in G minor. Yella Pessl, 
harpsichord. C-68592 — ^$1. [**ff$$]. 
Since the quality of sound produced 
by harpsichords of various types is 
by no means uniform I am obliged to 
point out that the instrument used 
by Pessl is rather dry, and overloud 
to my ears. However, her playing is 
musicianly. 

Chaconne in G. Pessl, C-68599 — ^$1. 
[«^ff$$]. 

The twenty-one variations are dis- 
coursed with skill and thorough un- 
derstanding. The strictures above 
are also applicable here. 


Fantasia in C. Pessl, C-68592 — $1. 
[**ff$$]. 

The source of this work is the same 
as the Capriccio above (the Third 
Collection for Harpsichord) and 
also shares the disk with it. Its 
characteristics of performance are 
much the same. 

Harmonious Blacksmith, The. Wanda 
Landowska, harpsichord. ^-1193 — 
$.75. pffS]. Gies eking, piano, C- 
68595 — ^$1. [**f$$]. Cortot, piano, 
F-6752— $1. [*ff$$]. 

This piece is listed under its 
familiar title because it is practically 
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unknown as a part of the fifth in no way as strongly recorded. Be- 

harpsichord suite, in which it orig- tween the two piano performances 

inated as an air and variations. my preference is for Gieseking’s, 

Those who invest in Landowska^s merely because it is a decade newer 

much later recording of the complete and that much better recorded. How- 

suite (to be found in the listing be- ever, Gieseking makes an unneces- 

low) will profit from the consider- sary display piece of this harmless 

ably improved reproduction. But work, a temptation few pianists can 

this single disk is as well played if resist. 

SUITES 

No. 2 in- F. Landoviska, ^-15550— $i- Linde, D-25012-- $.75. 

[**ff$$]. See entry under Suite No. 2 for my 

Landowska’s series of records (of opinion of Landowska’s perform- 

which this is the first) is a par- ance. The movement played by 

ticular embellishment of Victor’s Linde is interesting, but it cannot 

catalogue. Delicacy of execution is be compared with the single disk 

a fundamental element in all the that contains a Landowska perform- 

performances, but it is combined ance of the same work on V-15553, 

with a vigor of thought that illu- at virtually the same price, 

minates every measure of the works No. 10 in D minor. Lando^wska: V- 

she undertakes. Complementing I5S53“4— $2. [**ff$$]. 

these executive virtues is a helpful No. 11 in D minor. Roes gen-Chamf ion 
cooperation from the recording en- orchestra conducted hy Cop- 

gineers, the whole resulting in an pola. ^-43 64 — $.75. [^*ff$$]. 
issue of exceptional quality. The addition of orchestra beclouds 

No. 5 in E. Landowska, V-isss^ — somewhat the original character of 
[**ff$$]. Wolff, C-Set Xioi — ^$2.50. this music, but the disk is interest- 

[**f$$]. ing for Handel’s use of a theme al- 

As NOTED above, this includes the most identical with that familiar in 

famous set of variations known as the Vitalli-Charlier Chaconne for 

*The Harmonious Blacksmith.’’ The violin. The playing and recording 

recording on this disk by Landowska are thoroughly good, 

is considerably superior to that on No. 14 in G minor. Lando^wska. V- 

the issue listed under that name. I55S4 -S — C’’’*ff$$]. 

Also, I prefer her conception to Note that all the suites by tan- 

Wolff’s. do^ska are included in F-Set $02 — 

No. 7 in G minor. Landowska. ^^-15552-3 $6.$o. 

— $2. [**ff$$]. Possocoglia only. 

MASQUES 

ACIS AND GALATEA 

Ruddier than the Cherry. Malcolm Me- siderable catalogue of Handel 
Eachern, basso. U-4144 — $.75. Despite the unwieldy sound he pro- 

[*^ff$$], duces, McEachern controls it splen- 

The singer’s robust voice and burly didly. The unidentified orchestra 

manner are perfectly suited to this collaborates admirably, 
air, one of the choicest in the con- 

OPERAS 

ALCINA 

Orchestral Suite. Felix Weingartner Concerts du Consermtoire. C-^Set 

and Orchestre de la Sociiti des Xid4 — Willem 
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Mengelherg and the Philharmonic- 
Symphony Orchestra, ^-1435-143 6 — 
$1.50. 

There are duplications and dispari- 
ties of material in these two issues. 
Largely speaking, the Weingartner 
includes several of the dances — 
Gavotte, Sarabande, Menuetto, etc. — 
treated by Mengelberg, plus sev- 
eral sections of dramatic and de- 
scriptive music that he does not 
touch. Thus my opinion is that the 


Weingartner ofFers a more compre- 
hensive view of the score, conducted 
with beautiful consideration, and 
expertly played by the orchestra. On 
the other hand, this suite was a par- 
ticular specialty of Mengelberg in 
his days with the Philharmonic, and 
the perfection of understanding be- 
tween conductor and players is a 
rare and cherishable thing. The re- 
cording shows its years, but not too 
disastrously. 


ALESSANDRO 


Lusinghe piu care. Lily Pons, vjith the 
Renaissance Quintet, F-2151 — ^$.75. 
[*^ff$$]. 

The volatility and lightfootednes« 
of this performance are a high com- 


pliment to Pons, who unravels the 
snarl of complexities with assur- 
ance and accuracy. The recording 
is good. 


ARIODANTE 


Al sentS stringo e parto. Alexander 
Kipnisj basso. (7-7224 — $1. [**ff$]. 
One can only regret that this was 
not recorded with orchestra, for it 


is in every other respect a singularly 
satisfying disk. The Kipnis voice is 
in magnificent shape, and he uses it 
with rare discrimination. 


ATAUNTA 


Care Selve. EidS Norena. F-15182 — ^$1. 
[**fff$$]. Rose Bampton, ^-7746 — 
$1. [**f$$]. 

Even if the Norena version were 
not bolstered by the use of orchestra 
in place of the piano used by Bamp- 
ton, I would be partial to the skill 
and sensitivity of her performance. 
This despite the luscious quality of 
Hampton’s voice on this disk and 


her fine control of it. However, 
Norena, whose singing of opera has 
not often moved me, is an inspired 
singer on this record. Both are well- 
recorded, though the piano on the 
Bampton disk is needlessly second- 
ary. J. Messner is the orchestral 
director for Norena, Charles O’Con- 
nell the pianist for Bampton. 


BERENICE 


Overture. Henry fFood conducting the 
Queen^s Hall Orchestra, D-zss%o — 

$.75. 

The recording is inferior, but the 
playing has solid merit. 

Minuet. Jacques String Orchestra, C- 
69407 — $1. [**f$$$]. 

A pleasant enough morceau, heavily 
played by this salon-type orchestra, 
and priced unnecessarily high. 

Si, tra i ceppi. Kipnis, basso, — 

$1. [**fff$]. 


So FAR as price is concerned, no 
more absurd juxtaposition could be 
imagined than this record and the 
one above. Here the purchaser is 
offered the services of a brilliant 
vocalist and cultivated interpreter 
at a price the same as that asked 
for the efforts of a hack orchestra. 
Moreover, it is coupled with the 
fine aria from Ariodante (see 
above), whose qualities this disk 
faithfully complements. 
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FLORIDANTE 


Alma mia. Ezio Pinza, ^-17914 — ^$1. 

Pinza’s tendency to slip from the 
pitch is the one blemish of a per- 
formance otherwise well conceived 
and vigorously executed. It is sung 
with piano. 

Caro amore. John McCormack, r-14305 
— $1. [*^ff$$]. 

Since McCormack’s status as a 

JULIUS 

Piangero, piangerd. HSUne Cals, so- 
prano, with instrumental accompani- 
ment. ^-25359— $.75. [**ff$$]. 

This singer is wholly unknown to 
me, but she does an eminently 
musicianly and understanding per- 
formance of this beautiful air. 
Moreover, she has a first-rate voice, 
which is used with real discrimina- 
tion. The accompaniment seems very 
much of a compromise order (string 


Handel stylist needs no endorse- 
ment from this quarter, none will be 
offered. Indeed the performance 
would be entitled to an even higher 
ranking did it not represent a com- 
paratively advanced period in his 
career when the voice was notice- 
ably husky. This detail aside, it re- 
mains a remarkable job of singing. 

CAESAR 

trio and piano are discernible), but 
the recording is quite good. 

V'adoro, pupille. Gerhard Husch. F- 
12090 — $1. [^*ff$$]. 

Although this disk is listed in the 
catalogue under its German title — 
Es blaut die Nacht — it is no longer 
available, for reasons that may be 
explained by the commentary under 
Dank set dir, Herr, p. 183. 


PTOLEMY 


Silent Worship. Dennis Noble. C-4144 — 
$.75. [**ff$$]. 

Though Noble is known here 
principally as a romantic baritone 
in the gargantua known as The 
Great Waltz (stage version), he is 


a singer of cultivation and an art- 
ist of distinction. Both of these traits 
are exemplified in this performance, 
which is finely enunciated. An un- 
identified orchestra collaborates 
efficiently. 


RINALDO 


Lascia ch' io pianga. Swarthoui. F- 

16778—$!. [**ff$$]. 

Up TO the ending with an ugly low 
chest tone on E flat, Swarthout’s 
voice sounds better in this music 
than in most of the other items in 


the album from which it is taken. I 
do not find that the interpretation 
has much bite or expressiveness 
however. A piano accompaniment is 
used. , 


SERSE 

Ombra mai fii, Enrico Caruso. F-ZZ06 
— $1. [*ff$$]. Charles Kullmann. 

C-9 143 — $1. [**f$$]. Maria <von 

Basilides. D-z^otj — $.75. [♦ff$$], 

Lotte Lehmann. D-20277 — ^$.50. 
[*f$$]. Emmy Bettendorf. D-zsoS9 

-$.75. 

None of these recordings approxi- 
mates justice to this magnificent, 
much-arranged, and still durable 


air. The position of honor is 
awarded to Caruso merely because 
the thrust and power of his voice 
remain more nearly equal to the 
music than those of the singers who 
have recorded it in the last twenty 
years. Even with the dubbed-in ac- 
companiment, the reproduction is 
disappointingly coarse and gritty, 
however. Kullmann’s version is 
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comparatively well-recorded, but I 
am not enamored of his huskiness, 
the constriction of his tones. Among 
the women the singing of Von 
Basilides (whose history is unknown 
to me) is notable for its breadth 


and dignity. The recording is fair. 
Both Lehmann and Bettendorf per- 
sonalize the music more, but the 
former is overemotional, the latter 
poorly recorded and not invariably 
in control of her voice. 


ORATORIOS 

, ALCESTE 

Grand March. British Light Orchestra is capable enough, but the conductor 

conducted by S. S. Moore, C-333 — contributes little more than the 

$• 75 * [*^f$$]. signal for beginning. It is efficiently 

There- is little basis for critical dis- recorded, 
cussion in this record. The playing 

ISRAEL IN EGYPT 


Dank sei dir, Herr. Hulda Lashanska, 
Emanuel Feuermann, cello, and 
Mi'scha Elman, violin, i^-15365 — ^$1. 
[**ff$$]. Gerhard Hiisch, ^-12090— 
$1. [**f$$$]. 

Properly speaking, this is part of a 
cantata '*con stromentV (meaning, 
merely, with instrumental accom- 
paniment), but it is best known and 
most frequently referred to through 
its interpolation in the oratorio listed 
above. There is a curious parallel- 
ism in the two versions noted above, 
for the Lashanska, Feuermann, El- 
man disk was made to raise money 
for an anti-nazi charity, whereas 
the Hiisch (which is listed in the 
last Victor catalogue but is no longer 
supplied to dealers) was produced 
in Germany and uses a Hitlerized 
text in which references to *Tsrael” 


are suppressed. Though his is the 
more Handelian interpretation, it 
is no longer available, and thus 
poses no temptation. Lashanska 
sings well, and both instrumentalists 
are in first-rate form, but the re- 
sult has little to do with Handel’s 
original score. 

Moses and the Children of Israel; But 
As for His People. Sir Thomas 
Beecham conducting the Leeds Fes^ 
tival Chorus and the Royal Phil- 
harmonic Orchestra, C-68412 — ^$1. 
[**ff$$]. 

A PRIME example of English choral 
singing, which profits additionally 
from the spirit of Beecham’s con- 
ducting. The recording is a little 
opaque, but amply loud and ener- 
getic. 


JUDAS MACCABAEUS 


March; See the Conquering Hero Comes. 

Mixed Choir, orchestra and organ, 
-^^-25337— $- 75 ' . Pff$$]. British 
Light Orchestra, C-333 — $.75. 

[***'f$$]. 

Unfortunately, the text of this 
vocal version is German, for the 


singing is splendid and the record- 
ing not too bad. So far as the pat- 
tern and aural effect of the music 
are concerned, this is a satisfying 
disk. The purely instrumental one by 
the Light Orchestra is on a miniature 
scale and of little real value. 


MESSIAH 

Nearly complete version. Beecham con- Labette {soprano), Muriel Brunskill 

ducting the London PhilharmonicOr- (alto), Nellie Walker (alto), 

chestra, the BBC ChQir md P>org Hubert EUdell (tenor) ^ and Hgrold 
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Williams {bass). C-Set 271 — ^$19. 

From the total of sixty sections in 
the score this version omits nine, of 
which only two are consequential — 
these are the “Pastoral” symphony 
and the important “Amen” chorus, 
the latter a peculiarly baffling omis- 
sion. However, both have been re- 
corded separately and can be in- 
terpolated into the sequence with no 
difficulty. Of the set itself, I admire 
particularly the rich vitality and 
surging life of Beecham^s conduct- 
ing, the strength of the choral sing- 
ing, and the expert detail of the 
orchestral performance. Labette is 
the best of the vocalists, singing her 
music with excellent style and under- 
standing. The other singers are all 
capable and certainly above the 
standard one ordinarily hears in 
American concert hall performances. 
The recording is now nearly a 
decade old, but it was made with 
exceptional care, and the dividends 
on this investment are evident in 
the still excellent quality of the re- 
production. 

All We Like Sheep. Royal Choral 
Society. ^-901 9 — ^$1. [*ff$$]. 

The singing is lusty, but the record- 
ing is more than a dozen years old, 
with incontestable effect on the 
sound that is heard. 

Amen Chorus. Royal Choral Society. 
F-9r25-$i. [*ff$$]. 

Malcolm Sargent’s understanding 
conducting is an embellishment of 
this performance, which is other- 
wise acceptable. 

And the Glory of the Lord. Royal Choral 
Society. $1. I**ff$$]. Same 

performers. ^'-9125 — $i. [*f$$$]. 

BBC Chorus and orchestra con-^ 
ducted by Leslie Woodgate. 

There is a possible confusion in the 
two Victor issues, for they are both 
sung by the same chorus. However, 
the version numbered V-11825 is 
^ight years or so pewer ^h^ap 


other, and the purchaser should in- 
sist on this release. The version con- 
ducted by Woodgate is excellently 
sung, and though the surface is 
poorer than the newer Victor re- 
lease, it is as well-recorded. 

Behold the Lamb of God. Royal Choral 
Society. F"- 11824 — $1. [^^ff$$]. 

This is one of the best of these 
single extracts, thanks to its able 
supervision by Malcolm Sargent. 
The choir is excellent, and the re- 
cording efficient despite a tendency 
to over-resonance. 

Come unto Him. Lucy Isabelle Marsh. 
F-4026~$.75. [^^ff$$3. 

This is a thoroughly polished per- 
formance by a singer of quality 
whose efforts have been, for unex- 
plained reasons, almost wholly 
phonographic. The orchestra is 
small, but the recording both of it 
and the voice is satisfactory. 

Comfort Ye; Every Valley Shall Be Ex- 
alted. Webster Booth and the Lon^ 
don Philharmonic Orchestra con- 
ducted by W arwick Braith’waite. 
r-12598— $1. [**ff$$]. Every Valley 
only. Prank Titterton^ njoith unidenti- 
fied orchestra. D-25749 — $.75. [^f$$]. 
Though I cannot understand why 
this effort of Booth should be listed 
on Red Label (and sold at the higher 
price) when most of his perform- 
ances are offered on Black, I will 
not deny that it is capable, well- 
sounding singing, reasonably worth 
the amount asked. Braithwaite and 
the London Philharmonic are no 
small part of that judgment Titter- 
ton, who sings “Every Valley” only, 
is a comparatively voiceless tenor, 
of prosaic inclinations. The record- 
ing is poor. 

Glory to God in the Highest Royal 
Choral Society, directed hy Sargent. 
F-11824— $1. [^^ff$$3. 

An expert job, vigorously animated 
by Sargent The recording is good. 

Hallelujah Chorus. Royal Choral 
Society. ^-11825—$!. [^^ff$$]. BBC 
Chorus conducted by Woody ate. P- 
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25717 — ^$.75. [*ff$$]. Irmler Choir 
and orchestra. D-2S196 — ^$.75, 
Trinity Choir. F-35768 — 

$. 75 . i*mi 

Vocally and interpretatively the 
best effort among these is the one 
by the Irmler Choir, which sings 
the music with genuine virtuosity. 
However, the orchestra is small and 
it is completely subordinated by the 
size and the strength of the vocal 
group. I would not care to take an 
oath as to the language used, but it 
sounds more like German than any- 
thing else. As a balanced perform- 
ance, I would prefer that of the 
Royal Choral Society, for which the 
orchestra is larger and more suc- 
cessfully recorded. The other re- 
cordings have various deficiencies, 
and no particular strengths to off- 
set them. 

He Shall Feed His Flock. Margarete 
Matzenauer. T-6555 — $1. [*fff$$]. 
Elsie Baker. V-^026 — $.75. [**f$$]. 

Even though the Baker recording is 
comparatively more contemporary, 
the magnificence of Matzenauer’s 
artistry compels the recommendation 
of her version. In neither case is 
the orchestra as large as it should 
be, but the ability of Matzenauer 
minimizes other considerations. 

March. British Light Orchestra. C7-332 

—$. 75 . 

Like the other items of this series. 

Sweet Bird. Margherlta Berras, ftmth 
orchestra conducted hy Bruno Seid-- 
ler-Winkler. F-12328 — $1. [♦*fff$$]. 
Perras has an astonishing voice, and 
it is here disciplined with remark- 
able flexibility and taste. The diffi- 

SAUL 

Dead March. Band of H. M. Grenadier 
Guards. C-7340 — $1. [**ff$$]. 

There is ordinarily little that is 
discussible in a band record, but 
tJiis organiai^tipn h^s amazingty 


I Know That My Redeemer Liveth. 

Marsh. F-9104 — ^$1. [*ff$$]. 

An admirable job of singing, not 
impressively recorded, but desirable 
nevertheless. 

Pastoral Symphony. Sioko^wski and the 
Philadelphia Orchestra. T-7316 — $1. 
[**fff$$]. 

If STOKOWSKI left no other record as 
a testament of his abilities, this 
would suffice to establish him among 
the great conductors of our times. It 
is nobly felt, stunningly played, 
and considerately recorded. 

Surely He Hath Borne Our Griefs. Boyal 
Choral Society, i^-9019 — ^$1. [*ff$$]. 
See entry under “All We Like 
Sheep.” 

Why Do the Nations. Robert Radford, 
basso. T-9654 — ^$1. [*ff$$]. 
Radford’s mastery of the style is in- 
contestable, but his voice is more 
than a trifle dry, and the recording 
is in its second decade. Connoisseurs 
are advised to track down the Nor- 
man Allin version for Columbia. 
Worthy Is the Lamb. Mormon Taber^ 
nacle Church Choir. T-35829 — $.75. 
[**f$$]. 

The interpretative approach is 
pedestrian, but the choir is capable 
and the recording definitely impres- 
sive. 

this performance is a routine one 
and the recording better than it 
merits. 

UL 

culties of this air are notorious, but 
they are firmly subdued by her 
mastery of florid singing. Both the 
voice and the capable orchestral 
performance are excellently repro- 
duced. 

high standards. Moreover it is an 
apt group for the ^ music in hand, 
which it plays with utter sobriety 
and fine tonal quality. The record- 
ing is e^C^llfPt 


OCCASIONAL ORATORIO 


PENSIEROSO, IL 
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SEMELE 

Oh, Sleep! Why Dost Thou Leave Me? 

Dorothy Maynor and the Boston Sym- 
phony Orchestra conducted by Kous- 
sevtt%ky. V-t$8z6 — $i. 

The splendid potentialities of May- 
nor’s voice are not quite fulfilled by 
her intellectual conception of this 
air, but it is by any other standards 
a first-rate accomplishment. She is 
finely supported by the orchestra, 
and the reproduction is good. 

Where'er You Walk. John McCormack. 
T-14305 — $1. [**fff$$]. Conrad 

Thibault. F-11829— $1. [**f$$]. 

hamence Tibbett. T-17456 — $1. 

p^f$$]. Olffa Haley, soprano. D- 
25258— $.75. ["^1$$]. 


For this generation, McCormack^s 
is the performance of record — and 
it is fortunate indeed that this re- 
cording reproduces so much of his 
style and understanding, even if the 
voice is obviously declining. These 
facts, together with the good-sized 
orchestra that is used, easily en- 
title it to preference over Thibault’s 
conscientious and silky-voiced but 
small-scale performance and the 
graceless, heavy one of Tibbett 
(sung with piano). Haley is a 
singer of limited voice, the reproduc- 
tion of her effort unflattering. 


SOLOMON 


Overture. Queen* s Hall Orchestra con- 
ducted by Sir Henry Wood. D-zsT^z, 

-$.75. Pff$$]. 

Wood knows the tradition of this 
music thoroughly and animates it 
with attractive spirit. The orches- 
tral playing is good, though the re- 
cording is definitely thin. 


Arrival of the Queen of Sheba. Beecham 
and London Philharmonic Orchestra. 
U-9077— $1. [**ff$$]. 

The performance is good, but it is 
poorly placed, following without a 
break the end of Rossini’s Scala. di 
Seta overture. 


THEODORA 


Defend Her, Heaven! Laurence Tibbett. 

F-17456— $1. [’'’'ff$$]. 

It is hardly credible that this per- 
formance is the work of the singer 
responsible for the sluggish version 
of “Where’er You Walk” on the re- 


verse side. Here Tibbett sings with 
genuine vocal richness and a sub- 
stantial amount of understanding. 
However, the decision to use a piano 
accompaniment is no wiser in this 
instance than it was in the other. 


ORCHESTRAL WORKS 


Faithful Shepherd, The. Beecham and 
the London Philharmonic Orchestra. 
C-Set 458— $3.50. [^*fff$$]. 
Whether this is the finest of the 
Beecham arrangements and per- 
formances of Handel, I would not 
like to say; but it is the one I have 
played most recently and it thus 
holds that place for me at the mo- 
ment. In any case it is a sensation 
of pure delight, in which the con- 
tact with the music is immediate and 
inescapable, as if no intermediary 
existed between Handel and the 
listener. The recording is splendid. 

Gods Go a- Begging. Beecham and the 


London Philharmonic Orchestra. 
^'-69472-68881— $2. [*^ff$$]. 

These are extracts from the ballet 
arranged by Beecham for use by 
Diaghilev’s company in 1928, and 
the items recorded are in turn ex- 
tracts from Pastor Pido (Sarabande 
and Musette), and Alcina (Tara- 
bourin) plus an unidentified Horn- 
pipe. There is also another version 
of the Musette by Beecham, but 
this combination of records contains 
all the recorded material in the 
preferable form. It is all brightly 
played and well-recorded. 

Origin of Design. Beecham and the 
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London Philharmonic Orchestra, 
C-68156— $1. Also C7-68475 

— $1. 

Seven excerpts in all have been re- 
corded from this ballet arranged by 
Beecham for use by Ninette de 
Valois in 1932. Six of them are 
grouped on the first record above, 
and the other (a Minuet) is to be 
found on the final side of Beecham’s 
William Tell overture, together 
with a Musette from The Gods Go 
a-B egging. Save for the Battle 
Music (compiled from Rinaldo and 
Julius Caesar) the origin of the 
excerpts is obscure. The playing is 
very stylish, the recording first-rate. 

Overture in D minor. Stokowski and the 
Philadelphia Orchestra, ^^-1798 — 
$.75. [*^f$$]. 

Unfortunately, this is not the best 
version of this work that has been 
recorded, for that distinction belongs 
to a Coates performance of a decade 
ago, which is no longer available. 
Stokowski uses his own ‘‘free tran- 
scription,” and it is both ponderous 
in conception and overdone in exe- 
cution. The playing and the record- 
ing are both good. 

Royal Fireworks. Harty and the London 
Philharmonic Orchestra, C^Set X51 
—$2.50. [**ff$$]. 

Harty uses his own version of 
Handel’s suite, and an uncommonly 
effective and interesting thing it is 


too. The playing is first-rate, the 
recording a little shrill in sound but 
otherwise fine. 

Water Music. Harty and the London 
Philharmonic Orchestra, C-Set X13 
— $2.50. [*ff$$]. Stokowski and the 
Philadelphia Orchestra. — 

$2. [**f$$]. 

There is appreciably more sonority 
and definition in the Stokowski re- 
cording, but this is a small point 
indeed to measure against the grace 
and wit of Harty’s conducting, the 
sensitivity and care of the playing. 
Those who acquire the Stokowski 
will eventually find that they have 
simply halved their pleasure in the 
music. The Harty recording, if not 
brilliant, is distinctly satisfactory. 

Miscellaneous Suite. Hamilton Harty 
and the London Symphony Orches-- 
tra, Z)-256io-ii — $ 1.50. [*ff$$]. 
Handelians will find an unex- 
pected source of delight in this pair 
of records, for it includes some 
glorious music. Of the five sections, 
only two are approximately identifi- 
able — the Passacaglia, which may 
be found in Rodrigo , and the Ri- 
gaudon, which is also utilized in 
Beecham’s Origin of Design. The 
playing and conducting are a real 
delight, but the bass has a boom 
and the surfaces are noisy. How- 
ever, these may be endured for the 
charm of the music. 


SOLO CANTATA 


Nell dolce dell' oblia. Ethel Luening, 
soprano, with flute, cello, and harp^ 
sicord, M-ioio — $1.50. [*ff$$]. 

It is difficult to enthuse over the 
quality of this recording, which is 


lacking in resonance and in warmth 
of sound, but the singing by Luen- 
ing is musical, appropriately felt, 
and capably controlled. 


SONATAS 

TWO FLUTES 


In A. Louis and Marcel Moyse, T- 
12492— $1. [**ff$$]. 

It is doubtful that the whole of this 
work is included on this single rec- 
ord side, but the amount offered is 


beautifully performed and flawlessly 
reproduced. Since the label lacks a 
key signature, I offer the one it sug- 
gests to my ear. 
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OBOE AND HARPSICHORD 

No. 6 in G minor. Mitchell Miller, and quaver do not appeal to me, 

ohoe, and Telia Pessl, harpsichord. However, the musicianship of his 

F- 1 53 78 — $1. conception and the good ensemble 

Miller’s tone does not sound as that prevails between the two play- 

vrell in solo performance as it does ers are an embellishment of tlxe 

in a large ensemble. Its dryness music. 

VIOLA DA GAMBA AND HARPSICHORD 

In C. Paul Griimmer and Anna Linde, interests are principally musico- 

D-2S093-4 — ^$1.50. [*ff$$]. logical, but the results can be 

Despite the fuzzy recording, the commended to those who are inter» 

characteristic timbre of Griimmer’s ested. 

instrument is strongly projected. Its 

VIOLIN AND PIANO (OR FIGURED BASS) 

Opus 1, No. 12 in F. Stefan Frenkel, are especially pertinent to Handel. 

violin. Sterling Hunkins, cello, and He is well supported by de Magal- 

Ernst Victor Wolff, harpsichord, off’s piano playing and the record- 

M-I030-I — $3. [*ff$$]. ing of both instruments. 

In addition to its interest as an au- Opus No. 14 in A. Frenkel, Hunkins, 
thentic reproduction of Handel’s and Wolff, M-1082 — $1.50. [*ff$$$]. 

original scheme, this performance See comment under ‘*Opus i, No. 12,” 

has the merit of Frenkel’s alert and above. 

vigorous violin-playing. The cello Opus No. 15 in E. Yehudi Menuhin 
is a bit fuzzy, but it supports the and Hendrik EndL F-16450 — $1. 

bass with telling effect. As in most Albert Spalding and Andri 

Musicraft recordings, the standard Benoist. F-14029 — $ 1 . [^^f$$]. 

is slightly below the commercial Heartiness and vigor are qualities 

norm. eminently suitable to Handel, but 

Opus 1/ No, 13. Szigeti and Nikita de not in the degree to which they are 

Magaloff, C-17098-9 — ^$1.50. [*’'^ff$$]. applied here by Menuhin. A little 

Without question this is the best more composure, and better control 

example of a Handel sonata on of the instrument’s tone, would add 

records. The persistent strength and much to the end product However, 

sensitivity of Szigeti’s performance I prefer his animation to Spalding’s 

would ennoble any work, but they; cautious competence. 

MISCELUNEOUS VOCAL WORKS 

Alma Mia. Lily Pons, F-2151 — $.75. measure of understanding by Pons 

[**fff$$]. and genuine musical distinction. 

Magnificent is a pale word for the One must complain, again, that the 

flow and shapeliness of this music, accompanying quintet of strings is 

which is sung with a substantial insufficient for Handel’s purpose* 

HANSON, HOWARD 

OPERA 

MERRY MOUNT 

'Tis an Earth Defiled. Lavirence Tihhett, fred Pelletier, F- 7959 — $ 1 . P^ffflS]. 

viith orchestra conducted by WiU A prime example of Tibbett’s voice 
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in its best estate, full, robust, ex- Included in this survey are the 

pressive. The recording is also good, “Overture,” “Children’s Dance,” 

and the orchestra is large enough. “Love Duet,” second act “Prelude,” 

Orchestral Suite. Hanson and the East- and “Maypole Dances.” The play- 

man~Ro Chester Symphony Orchestra. ing is forthright, the recording ex- 

V-Set 781 — $3.50. [**ff$$]. cellent. 

ORCHESTRAL WORK 

No. 2 , "Romantic." Eastman-Ro Chester he leads his own music with vigor 

Symphony Orchestra conducted hy and point, and, of course, with 

the composer. V-Set 648 — ^$4.50. eminent enthusiasm. The playing of 

[*^ff$$]. the orchestra is highly professional, 

Hanson may in other connections and the recording finely full, 

not be an impressive conductor, but 

HARRIS, ROY 

ORCHESTRAL WORKS 

OVERTURE 

When Johnny Comes Marching Home. ment of the familiar tune with 

Ormandy and the Minneapolis Sym- clarity and well-planned emphasis. 

phony Orchestra. 1^-8 629 — ^$1. There is plenty of resonance in the 

[^•^*ff$$]. recording. 

Ormandy exposes Harris’ treat- 

SYMPHONIES 

" 1933 ." Koussevitzky and the Boston ful. Koussevit2ky’s performance is 

Symphony Orchestra. C'Set 191 — splendid, and the playing of the 

$4.50. [^ff$$]. orchestra excellent. 

This recording was made at the No. 3 . Koussevitzky and the Boston 
performance in Carnegie Hall on Symphony Orchestra. V-Set 651 — 

February 2, 1934, when the work $2.50. [***ff$$]. 

was introduced to New York. Aside All the magnificent resources of the 

from the distracting prominence of Boston Symphony Orchestra and its 

the tympani, which dominate the redoubtable conductor are mar- 

orchestra every time they are heard, shalled on these disks, reproduced 

the recording is reasonably success- with imposing fidelity, 

PIANO WORKS 

Sonata. Johana Harris. V-Set 568 — pianist, and her playing is cleanly 

$2.50. P*ff$$]. reproduced. 

Since the interpreter is the wife of Suite for Children. Same as aho*ve. 
the composer, there can be little This work occupies the final side of 

doubt of its authenticity. Mrs. the disks in the album above and 

Harris is a thoroughly capable has similar virtues of performance, 

WORKS FOR STRINGS 

Quartet No. 3 . Roth Quartet. C-Set 450 are trenchantly explored by the 

— ^$4.50, [**ff$$]. Roths, with fine intellectual fervor 

The contours of the four preludes and musicianly control. The record- 
and fugues that make up this work ing is excellent. 
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Chorale. Kreiner String Sextet. F-12537 

—$1. 

The tone of this group is a little 
sharper than it need be, but the 
sense of the music is well-conveyed. 
The recording is good. 

Four Minutes and Twenty Seconds. 
Burgtn Quartet 'and Georges Lau- 
rentj flute. C-68186 — $1. [**ff$$]. 

As THE title suggests, this piece was 
written for the purpose of filling the 
final record side of the “1933” sym- 
phony. The performance is splendid, 
especially the flute-playing of Lau- 
rent. I would not compare the 

VOCAL 

Johnny Comes Marching Home. West- 
minster Choir. /^-i 883 — $.75. 
[*ff$$]. 

A VIRTUOSO eflFort by the choir, but 
not so resonantly reproduced as it 
might be. 

Symphony for Voices. Westminster 
Choir, V-Set 427— $2.50. [*ff$$]. 


recording with today’s best, but it 
is passing fair. 

Quintet for Strings and Piano (1939). 

Johana Harris and the Coolidge 
String Quartet. M-Set 752—- $4. 
[*^ff$$]. 

Since the recording was supervised 
by the composer, it is presumably 
faithful to his intentions. I find 
Mme. Harris a competent, hard- 
toned pianist, inclined to overpower 
the strings. The recording is strong 
enough but not always clear to the 
ear. 

WORKS 

The texts of the three movements 
of this score arc drawn from the 
works of Walt Whitman. The sing- 
ing is able enough, but it is difficult 
to distinguish words, or even lan- 
guage, at many points. The record- 
ing is good. 


HAYDN, FRANZ JOSEF 


CONCERTOS 

ORCHESTRA ANO HARPSICHORD (OR PIANO) 


In D, opus 21, Wanda Landons^ska, 
harpsichord^ and orchestra con- 
ducted by E. Bigot. V-Set 471 — 
$3*5o* [**fff$$]. M. Roesgen-Cham- 
pion, piano, and orchestra conducted 
ky Gaillard. C-Set X118 — $2.50. 
[^^ff$$]. 

Here is Landowska at her best, in 
a work that has long been a specialty 
of hers, as one may surmise from 
its divine grace and sparkle, the in- 
finite care of her phrasing. The or- 
chestral performance is expert, and 
the recording a proper complement 
to the whole. For those who prefer 
the piano version (I am not one of 
those) the alternative is by no means 


without merit. Roesgen-Champion’s 
sane style, her musicianship and 
taste are admirably employed, 
though less of the music’s flavor is 
communicated to the listener. The 
solo strings of the orchestra are par- 
ticularly good, and the balance 
throughout is excellent 
In F. Roesgen^Champion, harpsichord, 
nmth orchestra conducted hy Piero 
Coppola. F-12042 — ^$r, [^*ff$]. 

At the quoted price, this is a de- 
cided bargain. I find the performer 
a more interesting harpsichordist 
than pianist, possibly because stand- 
ards are not so well-defined in the 
former field. Coppola assists ably. 


TRUMPET AND ORCHESTRA 

In F. George Eskdale and Symphony For those who might have forgotten. 

Orchestra conducted by Walter Eskdale is the brilliant artist whose 

Goehr. (7-70106 — $1. [**fff$$]. work is an unforgettable embellish- 
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ment of the Busch recordings of the 
Brandenburg Concertos. Here he 
plays with surpassing skill, in a 
recording of remarkable clarity and 
spirit. The sharpness and power of 
his execution, together with the 
breadth and richness of his tone, 

VIOLONCELLO 

In D, opus 101 . Emanuel Feuermann, 
cello, and orchestra conducted by 
Sargent, C-Set 262 — ^$4.50. [**fff$$]. 
In deference to custom, I list this 
work among Haydn’s output, though 
there is a considerable opinion that 
attributes its composition to the cel- 
list Anton Kraft. Spurious or not, it 
is one of the bulwarks of the cel- 


are matters to command the ear of 
anyone with a feeling for excep- 
tional instrumental ability. Goehr 
collaborates well, and it is his edi- 
tion of the Andante and Rondo that 
are used. I have only praise for the 
recording. 

AND ORCHESTRA 

list’s repertory, and a better perform- 
ance than this one, it may be stated 
flatly, is inconceivable. Feuermann’ s 
majestic technique, his quick musical 
intelligence are the materials of a 
consummate performance. Sargent is 
a first-rate collaborator, and the re- 
cording is thoroughly satisfying. 


ORATORIOS 

THE CREATION 


With Verdure Clad. Ria Ginster, ^mth 
orchestra. D-25705 — $.75. [*ff$]. 

Lotte Leonard, fwith orchestra con-' 
ducted by Frieder W eissmann, D- 
253i6--.$.75. 

Both singers use a German text, 
though this work is customarily per- 
formed in English. Ginster’s voice is 
a shade better reproduced, but I pre- 
fer the softer, more insinuating qual- 
ity of Leonard’s. There is little to 
choose between the two interpreta- 
tions, for both singers have ample 
technique and a sound understand- 
ing of the music. 

Tauben Arie. Eidi Norina, nmik orches- 
tra directed by J. Messner. T-15182 
~-$r. [*#ff$$]. 

The mean temperature of Nor6na’s 
voice is a bit chilly for my taste, but 
her control of it is fastidiously exact, 
and the grade of cultivation re- 
flected in her singing high indeed. 
The orchestral background and the 
reproduction are excellent. 


The Heavens Are Telling. Royal Choral 
Society conducted by Malcolm Sar- 
gent. T- 1 1960—$ I. [^ff$$]. 

Sargent’s energetic direction is a 
principal merit of this good, beefy 
recording. However, there is a good 
deal of empty space in the back- 
ground, and a trace of echo. 

Rolling in Foaming Billows. Robert Rad- 
ford, basso. F-9654 — $1. [*f$$$]. 
Unless my knowledge of the Victor 
catalogue is faulty, this is the worst 
record in the nearly 8,000 contained 
in that volume, and certainly with- 
out challenge for a Red Label issue. 
The orchestra is tiny, the singing 
labored, and the reproduction be- 
yond belief. 

Achieved Is the Glorious Work. Royal 
Choral Society directed by Malcolm 
Sargent. F-11960 — $1. pff$$]. 

See comment under ^‘The Heavens 
Are Telling.” 


THE SEASONS 

Oh, What Comfort! Ria Ginster. D- cially as reproduction, but there is 
25705 — $.75. [^ff$$]. no alternative available in an Amer- 

This is a flawed performance, espe- ican catalogue. 
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ORCHESTRAL WORKS 

SYMPHONIES 


Sa<ve for the first of these, the listingr 

foUo^ws the B. and H. chronological 

catalogue. 

No, 41 in G. DisirS DefauvJ and the 
Brussels Conservatory Orchestra. C~ 
Set X14— $z.so. [*ff$$]. 

This fine work is identified here by 
its number in the Pohl catalogue, 
though the recording refers to it as 
No, 65 in the even less familiar Wot- 
quenne series. It is, in any case, a 
score of splendid maturity, which 
has, it might be frankly stated, 
been placed at the head of this list 
not only because there is a legalis- 
tic basis for such an arrangement 
but also to direct attention to its 
really exceptional quality. The per- 
formance by Defauw is as zestful as 
it is painstaking, though the record- 
ing undervalues both elements. 

No. 45 in F sharp minor ("Farewell"). 
Sir Henry Wood and the London 
Symphony Orchestra. C-Set 205 — 
$3.50. [’^f$$]. 

Despite the devitalizing age of the 
recording and the less than polished 
playing of the orchestra, the per- 
formance may still be commended 
to the listener for the reasonableness 
of Wood’s approach. It is, more- 
over (as the listing indicates), the 
only recording of this work. 

No. 67 in F major. Fritx Siiedry and 
the Nev) Friends of Music Orchestra. 
F-iS 338 - 40 -“$ 3 . [**ff$$]. 

Here is unfamiliar territory not 
only for most music lovers but also 
for virtually all Haydnites. It is one 
of a group of works restored by Al- 
fred Einstein (from manuscripts in 
the British Museum), and thus prob- 
ably unheard outside the series of 
concerts for which it was prepared. 
The playing is magnificently 
spirited, sometimes a trifle too much 
so for the best interests of the music. 
However, this is certainly preferable 
to laxity. The orchestra is small, but 


the precise balance attained by 
Stiedry is faithfully preserved in the 
reproduction. Be prepared, however, 
for a minimum of resonance in the 
background. (See note under next 
entry.) 

No. 80 in D minor. Stiedry and the New 
Friends of Music Orchestra. V- 
15336-7-42. [*^ff$$]. 

Einstein’s hand is to be credited in 
this instance as well as in the one 
preceding. It is an even more intense 
score and thus more suitable for 
Stiedry’s treatment. Note that both 
are included in V-Set 536 at $5.00. 

No. 86 in D. Bruno Walter and the 
London Symphony Orchestra. F-Set 
578— $3.50. [*^ff$$]. 

The crown of this work is the mag- 
nificent slow movement, played with 
true eloquence by Walter. There is 
excellent musical emphasis in the 
general treatment by Walter and a 
high level of reproduction through- 
out the recording. 

No. 88 in G. Arturo Toscanini and the 
NBC Orchestra. V-Set 454 — ^$3.50. 
[^^ff$$]. Clemens Kraus s and the 
Vienna Philharmonic Orchestra. F- 
4189-91 — $z.25. [^f$$]. Finale only, 
Koussevitzky and the London Phil- 
harmonic Orchestra. V-%S’^2 — $r. 

[*f$$]. 

In spite of an over-intense, humor- 
less approach there is no real alter- 
native to the Toscanini version. 
The recording is less harsh and dull 
than others made in the notorious 
studio 8-H of Radio City, but it is 
still a considerable distance from 
the norm of present-day recording 
so far as acoustical background is 
concerned. The finale is decidedly 
unhumorous, but one can only mar- 
vel at the energy, impetus, and de- 
sign that Toscanini imparts to the 
other movements. The band is splen- 
didly disciplined. I can find little 
attraction in the heavy, labored per- 
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formance by Krauss, especially since 
most of the recorded sound is tubby 
and distorted. Koussevitzky plays 
the finale with ample virtuosity, but 
it has little justification as an iso- 
lated movement. 

No. 92 in G ("Oxford"). Walter and 
the Paris Conservatory Orchestra, 
V-Set 682— $3.50, 

Walter’s taste and sensibility are 
less corrupted by sentimentality in 
this performance than they are in 
certain other scores, including ones 
by Haydn. For the most part it is a 
truly felt, warmly projected perr 
formance, though the incomparable 
slow movement is a little drawn out. 
Both the recording and the playing 
are factors of positive worth. 

No. 93 in D. Beecham and the London 
Philharmonic Orchestra, C-Set 336 
—$3.50. [**ff$$]. 

The unhurried performance of the 
first movement under Beecham is not 
only beautifully turned but also a 
subtle way of underlining the rhyth- 
mic quirks of this section. The bal- 
ance of the score is similarly well- 
appraised, transformed into glowing 
reality by the orchestra and the engi- 
neers. 

No. 94 in G ("Surprise"). Koussevitzky 
and the Boston Symphony Orchestra, 
V-Set 55 — $3.50. [*ff$$]. Hovjard 
Barlovu and the CBS Orchestra, C- 
Set 363 — ^$3.50. [^f$$]. Hans Knap-- 
pertshusch and unidentified or eke s^ 
tra. D-25404-6 — $2.25. [*f$]. 

Despite the difference of eleven 
years in the age of the two major 
recordings, the younger Columbia 
one is a less satisfactory replica of 
an orchestra’s sound than the older 
Victor. Perhaps this has its basis in 
the palpable inferiority of Barlow’s 
band, but the recording makes it 
sound even less competent than it is. 
In addition the Koussevitzky concep- 
tion is far more lively and also more 
subtle. The Knappertsbusch version 
has no virtue other than cheapness. 

No. 95 in C minor. Sir Hamilton Harty 


conducting the London Sym- 
phony Orchestra, D-25598-9 — ^$1.50. 
[**ff$$]. 

This is one of the better reproduc- 
tions in the Decca catalogue, and 
the performance is distinctly a credit 
to Harty. The surfaces are a trial, 
but they should not be permitted to 
discourage the listener from enjoy- 
ing the pleasures of this music. 

No. 97 in C. Hans Weishach and the 
London Symphony Orchestra, VSet 
140— $3.50. [*ff$$]. 

It is doubtful that more than a por- 
tion of the orchestra was used for 
this recording, as the string section 
sounds uncommonly light. However, 
the playing is enthusiastic, and 
Weisbach’s direction forthright. The 
recording is at least eight years old, 
but it was a good example of the 
technique of its period and is still 
enjoyable. 

No. 98 in B flat. Barlovo and the CBS 
Orchestra, C-Set 370 — $3.50. [*ff$$]. 
Though this recording is distinctly 
better than that of the ‘‘Surprise" 
symphony by Barlow, it is still much 
short of a decent contemporary 
standard. The sound of the strings 
is flat (in point of sonority), and 
the tympani sound as though they 
were in a separate room. Barlow ac- 
quits himself creditably in this 
score, though one cannot always be 
certain what part of his intentions 
has been offset by the recording and 
what part of the fault is his own. 

No. 99 in E flat. Beecham and the Lon* 
don Philharmonic Orchestra, C*Set 
264— $3.50. [**ff$$]. 

One of the high points of Beecham’s 
recorded repertory, this is a particu- 
larly robust and unsentimental per- 
formance, touched by a bright hu- 
mor. The playing is finely controlled, 
and though the microphone is a bit 
distant from the orchestra, the re- 
cording is otherwise warm-toned 
and silky. 

No. 100 in G ("Military"). Walter and 
the Vienna Philharmonic Orchestra, 
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V-Sei 472 — ^$3.50. Hans 

Knapp ertsbusch conducting an un^ 
identified orchestra, D-20038-41 — ^$2. 

The flaccid character of Walter^s in- 
terpretation and its prevailing lack 
of forcefulness are plain, but it is 
on the whole more attractive than 
the heavy, unimaginative perform- 
ance of Knappertsbusch. There can 
be no comparison of the two record- 
ings, for Walter^s orchestra is in- 
finitely superior to Knappertsbusch’s, 
and the reproduction of it as much 
preferable. 

No. 101 in D ("The Clock"). Arturo 
Toscanini and the New York Phil- 
harmonic-Symphony Orchestra, V- 
Set 57— $4.50. [*^ff$$]. Howard 

Barlow and the CBS Orchestra, (7- 
Set 459--$4.5o. [*f$$]. 

The fantastic precision which Tos- 
canini enforced upon the Philhar- 
monic during his career with that 
orchestra is nobly reflected in these 
disks, which still retain much of their 
distinctions of execution though there 
are but a half-dozen album sets 
older than this one in the Victor 
catalogue. The high strings tend to 
thin out, and the bass could be fuller, 
but the typical emphasis of Toscanini 
is everywhere apparent. Sometimes 
this is too heavy for the best inter- 
est of the music (as in the first move- 
ment), and the slow section is ex- 
travagantly metronomical. But it is 
a performance of many interests and 
much satisfaction. Columbia would 
have done better to re-issue its old 
Harty version rather than this 
stodgy, unbalanced, poorly recorded 
“new*’ one. 

No. 102 in B flat, Kousse^c^ky and the 
Boston Symphony Orchestra, V-Set 
529— $3.50. [^*^*^fff$$]. 

In impact, fullness of expression, 
and urgency of feeling there are few 
more flattering testimonials to Kous- 
sevitzky’s skill on records. Doubtless 
the sweep and power of the perform- 


ance will surprise many with an 
image of conventional Haydn play- 
ing in mind, but the scope of the 
music is ample enough to accom- 
modate Koussevitzky’s conception. 
The playing is sonority itself, the 
reproduction of it wonderfully good. 

No. 103 in E flat ("Drum Roll"), nadimir 
Golschmann and the St, Louis Sym- 
phony Orchestra, C-Set 22i~$4.5o. 
Pf$$$]. 

One can hardly imagine another re- 
cording that would not be prefer- 
able to this, but unfortunately there 
is not even a nominal alternative. 
Golschmann’s idea of the work is 
by no means unsympathetic, but the 
orchestra is feeble, the recording of 
it wheezy and unsteady. 

No. 104 in D ("London"). Edwin Fischer 
and his Chamber Orchestra, V-Set 
6i 7-^$3.50. [^*fff$$]. Beecham and 
the London Philharmonic Orchestra, 
C-Set 409 — $3.50. [**ff$$]. 

Despite my ordinary fondness for 
Beecham’s treatment of Haydn, it 
must be recognized that Fischer has 
made a special study of this work, 
which he has imposed on his fine 
little orchestra with exceptional skill. 
Both in his choice of tempi and the 
subtlety of phrasing employed, 
Fischer asserts himself here as a 
conductor of high abilities. The re- 
cording is first-rate. Beecham’s inter- 
pretation is of his customary quality, 
but he has not explored the possi- 
bilities of every phrase, the colora- 
tions of the orchestral texture as 
carefully as Fischer has, 

"Toy" Symphony. Felix FPemgartner 
and orchestra, C-7242— 

Weissmann and an unidentified or-* 
chestra, D-25393— $.75. 

The whimsy of this entertaining 
little work, its humor and spirit are 
brightly recreated under Wein- 
gartner’s direction. I can find no 
competitive values in the Weiss- 
mann. 
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QUARTETS FOR STRINGS 


Society Series. Pro Arte Quartet, It is 
small comfort to knonv that virtually 
all of the Haydn quartets have been, 
or voill be, recorded in a so-called 
**Society Issue” vohen so many dif~ 
ferent conditions govern their ac- 
cessibility, The first two volumes, 
which contained some of the choicest 
unrecorded Haydn quartets, were 
never issued in this country and are 
no longer available in England, the 
country of origin, Pols, 111 to Fill 
are to be purchased in American 
shops, but the first three of these — 
bearing the American catalogue 
numbers F-Set $2^, £26, S2j’—are 
sold only as complete units. To com- 
plete this confusion, the records in 
the three subsequent volumes — Nos. 
£28, 5P5 and 689— ‘may be bought 


either individually, as complete 
quartets, or as album sets. There- 
fore the listing below must be studied 
carefully if the reader is to know 
how much of his yearns income is to 
be ransomed for the privilege of 
owning a particular quartet. To 
avoid confusion, the contents of the 
two unavailable albums are listed 
directly below. 

Vol. 1 . Pro Arte Quartet, Original 
price $17.50. In C major, opus 20, 
No, z; In C major, opus 33, No, 3 
{*'The Bird”); In G major, opus 
77, No, 1. 

Vol. 2 . Pro Arte Quartet, Original 
price $17.50. In D major, opus 33, 
No, 6; In G major, opus 54, No. i ; 
In C major, opus 54, No, 2; In G 
minor, opus 74, No, 3. 


OPUS 1 


No. 1 in B flat. Pro Arte Quartet. F- 
15569-^1, 

The precision of the ensemble is 
heard at its best in this work, 
which is deftly outlined, attractively 
colored. 


No. 6 in C. Pro Arte Quartet, r-15290 
— $1. [♦♦ff$$]. 

The comment above also applies to 
this score. 


OPUS 3 

No. 4 in B flat. Pro Arte Quartet. F- 
17280—$!. [♦*ff$$]. 

In deference to the character of 
the music, the ensemble concentrates 
on purely aural values, for there is 
little of more consequence in this 
score. The recording is excellent. 

No. 5 in F major. Pro Arte Quartet, F- 
Set 525 — $7.50 (not available sepa- 
rately). [*ff$$]. 


There is consistent merit in the 
quartet’s conception of this work, 
but the execution is not always as 
clean as it might be. It is curious 
that this most-frequently played of 
early Haydn quartets (it contains 
the famous “Serenade”) is not at 
present available in another version, 
though there have been several in 
the past. 


OPUS 20 


No. 1 in E flat. Pro Arte Quartet, F- 
•i 5570 -i-$ 2 . [^*f$$]. 

Despite the general efficiency of the 
quartet, there is a certain type of 
rapid passage in which the first 
violinist (the late Alphonse Onnou) 
was definitely weak. That incapacity 
is apparent here, an unfortunate 


blemish on an otherwise tasteful 
performance. 

No. 4 in D. Pro Arte Quartet, F-Set 
527 — $7.50 (not available sepa- 
rately). [**f$$]. 

Here again there are technical fail- 
ings to offset the general merit of 
the interpretation. Considering the 
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tariff, the offering is hardly attrac- 
tive. 

No. 5 in F minor. Rot/t Quartet, C-Set 
228— $3. [**ff$$]. 

One could scarcely cavil with the 
expertness of this playing or with 

OPUS 

No. 2 in E flat. Pro Arte Quartet. V~Set 

525 — $7.50 {not available sefa-^ 
rately). [**£$$]. 

This is a work for which the abilities 
of the quartet are well-suited, but 
too often, ia the middle of a suave, 
well-turned phrase, Onnou is guilty 
of an inaccuracy or a clumsiness of 
performance that is seriously dis- 
affecting. The recording is excellent. 
No. 3 in C ('The Bird"). Roth Quartet. 
C-Set 257— $3.50. [**f$$]. 

Among the relatively early works of 
Haydn this is possibly the best known 
and certainly the one most often 

OPUS 

No. 3 in E ffat. Pro Arte Quartet, V^Set 

526 — ^$7.50 {not available sepa^ 
rately). [^*ff$$], 

OPUS 

Seven Lost Words of Christ. Primrose 
Quartet. V-Set 757— $9. [♦*£££$$]. 
Soloists, Chorus and Orchestra of 
the Tokyo Academy led by Latrup. 
C-Set 297 — ^$9.50. [*ff$$]. 

The quartet version is an alterna- 
tive devised by the composer, and 
on the whole a more expressive 
edition of the music than the choral 

OPUS 

No. 3 in E major. Pro Arte Quartet. V- 

15291-2— $2. [**ff$$]. 

Despite the erratic playing of Onnou, 
this is a work that should be treas- 

OPUS 

No. 1 in A. Pro Arte Quartet. F-15293-4 
— $2. [**ff$$]. 

The playing is conscientious, the re- 
cording satisfactory. 
h)o. 3 in B flat. Pro Arte Quartet. V~ 
i 5572 - 3 -$ 2 . [^^fff$$]. 


the general musicianship of the 
players. I find the style a little 
chilly, but the performance is other- 
wise finely studied. The recording is 
excellent. 

33 

performed. In addition it is actually 
known by its descriptive title. The 
Roths have recorded this score more 
than once, and this is not the best 
of their performances, for the con- 
ception seems to become more so- 
phisticated and devitalized with each 
new recording. However, it is the 
only one available; and the pur- 
chaser is assured of a highly 
polished statement of the patterns, 
if one in which Haydn is refined 
almost beyond recognition. The re- 
cording is thoroughly good. 

50 

No. 6 in D major ('The Frog"). Pro Arte 
Quartet, T-i 7274-5 — ^$2. [**ff$$]. 
Both scores are expertly performed 
and well-reproduced. 

51 

one. That is especially so in the 
present relationship, for the grave, 
prismatically colorful playing of the 
Primrose ensemble is enhanced by 
the resources of contemporary re- 
cording, whereas the oddly origi- 
nating Tokyo version (quite cap- 
ably performed) is an early electric 
antique. 

54 

ured if only for the beautiful slow 
movement. It is played with truly 
lapidarian finish by the ensemble. 


It is such performances as this that 
established the reputation of this en- 
semble. The cello is properly audible, 
for which thanks are due to the 
recording. 
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OPUS 54 


No. 3 in B flat. Pro Arte Quartet. V- 
17278-9— $a. [**ff$$]. 

Spirit and precision are equally evi- 
dent in this performance. It is a 
first-rate example of poised quartet 
playing and splendidly reproduced. 

No. 4 in G. Pro Arte Quartet. V- 
15295-6 — $2. [**ff$$3. 

A NEAT summation of the music in 
this score, set forth with clean de- 
tail and well-shaded tone. The re- 
cording is wholly successful. 

No. 5 in D ("The Lark"). Philharmonic 
Quartet. D-20181-2 — ^$1. 

There is no other version of this 
celebrated work — hence the recom- 


mendation for this performance. The 
playing is tolerably understanding, 
but the recording is thin, the sur- 
faces noisy. 

No. 6 in E flat. Pro Arte Quartet. VSet 
525 — $7.50 {not available sepa- 
rately). P*ff$$]. 

Were it not for some undependable 
fiddling by Onnou, and an occasional 
deference to that lead by other mem- 
bers of the ensemble, this perform- 
ance could be heartily endorsed. 
There is a strong feeling for the 
music in the interpretation that, 
nevertheless, makes its effect. 


OPUS 74 


No. 1 in C. Pro Arte Quartet, r-17276-7 
— $2. [**ff$$]. 

In common with the other perform- 
ances in V-Set 689 this is a better 
representation of the Pro Arte 
Quartet’s ability than those in the 
albums immediately preceding it. 
There are little falsities here and 
there, but they are of minor conse- 
quence. 


No. 2 in F. Pro Arte Quartet. V-Set 
527 — $7.50 {not available sepa- 

rately). [**ff$$]. 

An efficient, crisp performance, 
sensitively conceived and set forth 
with consistent control. The round, 
well-centered tone of the ensemble 
is especially perceptible in this re- 
cording. 


OPUS 76 


No. 2 in D minor (Andante only). Lener 
Quartet. C-68424 — $1. [**ff$$]. 

One could scarcely find a more 
beautiful slow movement in all of 
Haydn, but it is rather regrettable 
that it must be taken in this dis- 
jointed form, away from the music 
that surrounds it. The performance 
is excellent. 

No. 3 in C ("The Emperor"). Lener 
Quartet. C-Set 246 — $4.50. [**f$$]. 
Pro Arte Quartet. V-Set 526 — $7.50 
{not available separately). [**ff$$]. 
Since the Pro Arte performance is 
available only in the complete set, 
the purchaser who is interested 
primarily in this work has no choice 
but the Lener issue. Its least at- 
tractive feature is the recording, 
which is more than a little weak, 
with the quartet an unfortunate dis- 
tance from the microphone. The 


playing, especially of the wonderful, 
variations, is strongly emphasized 
and knowingly phrased. It is worth 
noting, however, that for the ad- 
ditional investment the Pro Arte 
album offers not only a decidedly 
better recording but also a generally 
more unified performance and two 
additional quartets — opus 20, No. 5, 
and opus 50, No. 3. 

Slow movement only. Elman Quartet, V- 
6634 — ^$1. [*ff$$]. 

This is a drastically abbreviated 
synopsis of the movement, noted ex- 
clusively for the luscious sound of 
Elman’s fiddle. However, it is in 
no way a representative form of 
these variations. 

No. 4 in B flat. Pro Arte Quartet. V- 

15574.5— .$2. [**ff$$]. 

A little more animation would be 
welcome in this performance, but it 
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is otherwise a highly satisfactory tion for those who are seeking a 

interpretation and well-reproduced. recommend able performance of this 

No. 5 in D ("Largo'O. Roth Quartet, work; and I can only add that the 

C-Set 400 — ^$5. [**ff$$]. Lener prevailing spirit of the work is 

Quartet, C-Set 125 — ^$3.50. [*f$$]. heavy and earthbound. The “Largo” 

As ONE of the earliest efforts of the is the section most persuasively 

“new” Roth Quartet on records, the played, but it has little tonal shimmer 

playing is marred by ensemble flaws or warmth. The Lener performance 

and tonal roughnesses that have is more impulsive but even rougher 

been far fewer in subsequent re- and less well-reproduced, 

leases. However, that is no consola- 

OPUS 77 

No. 2 in F. Pro Arte Quartet, V-Set might be tempted, there should be 

527 — ^$7.50 (not available sepa- the warning that in conjunction with 

rately). [**ff$$]. Onnou’s capable leadership, his 

This performance has many things careful dynamics and phrasing, one 

in its favor, but accessibility is not must accept more than a casual 

one of them. As the notation indi- amount of false intonation. The re- 

cates, it is one of those sold only in cording is good, 
complete albums. For those who 

SONATAS FOR PIANO 

No. 1 in E flat. Vladimir Horovjitz, V- No. 7 in D. Peurring, T-1310 — $1. 
8489.90— $2. [♦ff$$]. pf$$]. Ernst Victor Wolf, C-Set 

The recording is decidedly harpy, X158 — $2. [**f$$]. 

but the flashing grace of the play- There is little basis for a choice be- 
ing, the taste and beauty of it are tween these two performances, for 

heartwarming, the Wolff interpretation, though 

No. 3 in E minor. Jacob Peurring, T- better recorded, is no nearer the 

1309 — $1, [♦!$$]. spirit of the work than the Feurring. 

I CANNOT enthuse about the tone of The advantage of the latter is in its 

the instrument Feurring uses, nor fewer number of breaks, for it is 

does the reproduction make it more presented on a single twelve-inch 

attractive. His interpretation is ani- record, against the three ten-inch 

mated by a good deal of care, but sides used by Wolff. On the other 

the dynamics, though plentifully hand, the Wolff album also includes 

varied, are inclined to be explosive, the presto movement of sonata No, 

overly sharp. ii, well-played. 

No. 5 in C. Peurring, r-1308 — $1. 

[^f$$]. 

See entry above. 

TRIOS 

PIANO, FLUTE, AND CELLO 

In D major, B. & H. No. 30. Albert- subtlety of their taste are finely 

Leveque, fiano, Rene Le Roy, flute, attested in this performance. The re- 

and Lucien Kirsch, cello, M-Set 8— cording has its deficiencies, but not 

$3*50- [**ff$$]. ^ ^ enough to diminish the quality of the 

The. amazing musicianship of Lc interpretation. 

Roy and Leveque, the refinement and 
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STRINGS 

In C. Pasquier Brothers, C-69687 — ^$i. tribute to the abilities of the Pas- 

quiers than their playing here of an 
For precision of ensemble, musical unidentified Minuet and Fugue. The 
understanding, and expressiveness, recording is excellent, 
it would be difficult to find a higher 

STRINGS AND FLUTE 

No. 1 in D. he Roy, Jean Pasquier, and gardless of the form in which it is 

Etienne Pasquier, ilf-1071 — $1.50. conveyed, will find in this group of 

[**fff$$]. records an experience to treasure. It 

No. 2 in G. Same as above, M-1072 — can hardly be pretended that the 

$1.50. music represents the finest expres- 

No. 4 in G. Same as above, ikf-1073 — sion of Haydn’s genius, but its effect 

$1.50. is enormously enhanced by the skill 

No. 6 in D. Same as above, ikr-1074 — and conscientiousness of the artists. 

$1.50. Le Roy, in particular, performs 

Those who are willing to acknowl- heroically. (The label describes 

edge remarkable musicianship, re- these as “Divertimenti.”) 

CELLO AND TWO FLUTES 

No. 1 in C. Henri Bove and Frederick The quality of these performances 

Wilkins, -flutes, and Sterling Hun- is not de luxe, but it is careful, 

kins, M-X024. — $1.50. animated, and capably recorded. 

No. 3 in G. Same as above. M-iozi — 

$1.50. 

VARIATIONS 

In F minor. Paderevuski, piano. F- 14727 and a curious idea of the musical 

— $1. [*f$$]. Ernst Victor Wolff, C- values in Haydn’s creation. The re- 

69876 — $1. [**£$$]. cording is feeble. Wolff’s dullish 

That there are subtleties and re- performance is much better re- 
finements in Paderewski’s perform- corded, but I cannot find enough 

ance cannot be denied, but they are merit in the playing to endorse it 

much obscured by recalcitrant fingers wholeheartedly. 

MISCELLANEOUS VOCAL WORKS 

Seven Last Words of Christ. man Engel, G-100 — $1.50. [* 11 $$]. 

See Quartets for Strings, Opus 51, These are hardly faultless examples 
p. 196. , of recording, but the music is sung 

Die Beredsamkeif; Harmonie in der Ehe. with great spirit, and the discipline 
Madrigal Singers conducted by Leh- of the group is good. 

HINDEMITH, PAUL 

CONCERTOS FOR VlOU AND ORCHESTRA 

Der Schwanendreher. Paul Hindemith, for, of course, the two are identical. 

viola, and Fiedler*s Sinfonietta, V- However, there is abundant energy 

Sef 5^9 — $3.50. [**ff$$]. in the playing, and the performance 

If the composer objects to the of the crack little orchestra (a Boston 

roughness of the interpreter’s tone. Symphony unit) is splendid. The re- 

he has no one but himself to blame — cording is first-rate. 
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Kleine Kammermusik, opus 24, No. 2. Los polished. For the curious, the names 

Angeles Wind Quintet, C-Set X149 of the players are: Haakon Bergh, 

— $2. flute; Gordon Pope, oboe; D. H. 

None of the members of this group McKenney, clarinet; Don Christlieb, 

has an international or even a bassoon, and Jack Cave, horn. The 

national reputation, but the playing recording is splendidly balanced and 

is remarkably even, accurate, and well-defined. 

QUARTET FOR STRINGS 

No. 3, opus 22. CooUdge Quartet, V-Sei bite and firmness needed to convey 

524 — $3.50. [**ff$$]. Hindemith’s patterns. The perform- 

There is remarkable scholarship as ance would be more admirable were 

well as first-rate musicianship in Kroll’s tendency to play sharp better 

the Coolidges’ performance of this controlled. The reproduction is ex- 

score, though the tone of the en- cellent. 
semble is a little shrill. It has the 

SONATAS 

PIANO, FOUR HANDS 

"1938." Jestis Maria Sanromd and Paul However, the needs of this work are 

Hindemith, V-Sei 637 — ^$4. [**ff$$]. principally muscular, and he sup- 

Whether Hindemith is a less effec- plies them in suflicient quantity, dele- 
tive pleader for his own cause as gating finesse to Sanromd. Together 

violist or pianist is a consideration they comprise an admirable en- 

that could be extensively argued. semble. 

PIANO AND VlOU 

Opus 11, No. 4. Primrose and Sanromd, There are no superlatives for this 
F-Set 547 — ^$2.50. [***fff$$]. performance, save for “Effort,” 

Here is a truly de luxe performance, which may be marked A. However, 

in which every subtlety of the music the difference in pure sound between 
is lined with gold. Primrose is at this and the performance above is 

his miraculous best and Sanromd enormous. The essentials of the 

supports him with implacable energy, music are delivered, but hardly with 
The recording is notably good. persuasive eloquence. 

No. 3, "1939." Hindemith and Sanromd, 

V^Set 572— $3.15. [**ff$$]. 

VIOLA ALONE 

Opus 25# No. 1. Hindemith, C-17083-4-5 with which it is impelled cannot be 
— %2.ZS, [^*ff$$]. gainsaid. In a word, the potent force 

By some unpredictable alchemy of Hindemith’s own intellectual 

Hindemith’s tone here is less gritty processes comes straight to the lis- 

than it customarily is, and the vigor tener. 

VIOLONCELLO ALONE 

No. 3. Emanuel Feuermann, C-69001— An excelsis of virtuosity and musi- 
$1. [**fff$$]. cianship, richly recorded. 

TRAUERMUSIK 

For Viola and Orchestra. The com- the late George of England is the 
foser^ <mth string orchestra led by nasal, scratchy and poorly controlled 
Reibold, ^-15643-— $1. [**ff$$]. viola playing of Hindemith himself. 

The one incontestably dis affecting The string orchestra is obviously a 

element in this memorial piece for superior group; it is well conducted 
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by Reibold, and the reproduction of 
it (when it can be heard alone) is 

TRIO FOR 

No. 2 . Hindemith Trio, C-Set 209 — 
$3.50. 

Since this group includes the greatly 
gifted Simon Goldberg and Emanuel 
Feuermann, as well as Hindemith, 

VIOLA AND 

Scherzo for cello and viola. Emanuel 
Feuermann and Paul Hindemith, C- 
DB1305— $.75. [*ff$$]. 

The contrast between Feuermann’s 
silky cello and Hindemith’s husky 


eminently suave. But the Hindemith 
viola I . . . 

STRINGS 

its executive qualities are of the 
highest. There is enormous con- 
viction in the performance, and the 
recording, despite its age of at least 
half a dozen years, remains good. 

CELLO 

viola is perhaps sharper than was 
intended, but it does serve to em- 
phasize the line of each instrument. 
The recording is fairly good. 


HOLST, GUSTAV 


ORCHESTRAL WORKS 


Planets Suite. Corn-poser conducting the 
London Symphony Orchestra, C-Set 
359 — ^$7.50. [*ff$$]. "Mars" only. 

Albert Coates and Symphony Or-- 
chestra, /^-ii8o8 — $1. [**ff$$]. 

The misleading number of the 
Columbia set should not lead the 
listener to anticipate recording of 
the quality, say, of the third volume 
of the Delius Society or Beecham’s 
version of Mozart’s “Paris” sjma- 
phony, which are within a few 
figures of it. The fact is that this 
is the old, original recording of The 
Planets, merely relisted. As such it 
is still a creditable job, considering 
its age, and one that demonstrates 
Holst’s ability to extract the shapes 
of his music from the orchestra. The 
Coates recording of the single sec- 
tion is considerably superior in tonal 
mass and impact and should be sub- 
stituted in the complete work for the 
Holst disk. 

VOCAL 

Dives and Lazarus. Choir conducted by 
Arnold Goldsbrouffh, D-20215 — $.50. 
[^ff$$]. 

God Rest You Merry, Gentlemen. Choir 
conducted by Goldsbrough. 0-2021$ ' 
-$.50. .[*ff$$]. 


St. PouPs Suite. Boyd Neel and String 
Orchestra, D-20171-2 — ^$1. [**ff$]. 

Jacques String Ensemble. C-17113-4. 
—$1.50. [**ff$$]. 

There is little performing margin 
between these two issues, but my 
preference is for the Neel version, 
which has a bit more artistic im- 
pulse. The surfaces are grittier than 
Columbia’s, the string tone not as 
suave, but the deficiencies are not 
sufficient to be an annoyance, espe- 
cially since there is an inducement of 
economy also. 

Marching Song, opus 22 , No. 2 . Hastings 
Philharmonic Orchestra conducted 
by Julius Harrison, D-25714 — ^$.75. 
[*ff$]. London Symphony Orchestra 
conducted by Holst, C-69526 — $1. 
[*ff$$]. 

These performances are about of 
equal quality, but the listener’s pur- 
pose will doubtless be served as well 
by the cheaper one. 

WORKS 

These two tasteful arrangements of 
carols are intelligently performed, 
but the recording is dull. 

Mid- Winter. Madrigal Chorus directed 
by Lehman Engel, C-321M — ^$.75. 
[**ff$$]. 
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The quality of the voices is not re- 
markable, but the ensemble is good. 
Wassail Song. BBC Choir directed hy 
Woodgate. D-zsSM — $*75* 

This Have I Done for My True Love. Same 


as above, D-25547— -$.75. [*^^£1$$]. 
The excellent chorus delivers the 
music cleanly and with good em- 
phasis. 


HONEGGER, ARTHUR 


CONCERTO 


Concertino. Eunice Norton, piano, and 
the Minneapolis Symphony Orchestra 
conducted by Eugene Ormandy, V- 
8765— 

It is half a dozen years since this 
recording was new, but the quality 
of it remains remarkably satisfying, 
Norton possesses precisely the dry. 


uninflected kind of tone that the 
work requires, also the sharp 
rhythmic sense. Ormandy and the 
orchestra collaborate extremely well. 
The recording tends to be edgy in 
the high frequencies, but it is other- 
wise ample in sonority and well- 
balanced. 


ORCHESTRAL WORKS 


Chant de Nigamon. Pasdeloup Orchestra 
directed by B,hene’'Batdn. D-25638 — 

$.75. 

It is worth enduring the tortures of 
this grinding surface and the tubby- 
ness of the orchestral reproduction to 
sample the imaginative essence of 
this remarkable work. The uncom- 
mon orchestration alone should merit 
a new recording for the score. 

Pocific 231 . Piero Coppola and the 
Continental Symphony Orchestra, V- 
— $1. [**f$$]. Honegger and the 
Grand Symphony Orchestra, D- 
25206 — ^$.75. pff$$]. 

Just what the identity of these or- 
chestras might be is not clarified by 
the label designations, which are 
plainly uninformative ones. There is 
little margin of skill between them, 
though the one directed by Coppola 
is much better recorded. On the 
other hand, Honegger makes a con- 
sistent musical structure of the notes 
in his performance, whereas Cop- 


pola is more concerned with con- 
veying a sound picture. Everything 
considered, I would prefer to own 
the Honegger version for its more 
legitimate musical interest. 

Pastorale d'lt6. Honegger and the 
Grand Symphony Orchestra. jD- 
25199— $.75. [*ff$$]. 

As THIS work is essentially a com- 
pendium of orchestral effects, the 
fuzzy, indefinite recording is a 
major disadvantage. 

Rugby. Honegger and the Grand Sym-^ 
phony Orchestra. D-25389 — $.75. 

imi 

The playing by the orchestra is ex- 
cellent, but the reproduction is thin 
and shrill. 

Tempest (Prelude). Honegger conduct- 
ing the Grand Symphony Orchestra. 
D-2007Z — ^$.50. [*ff$]. 

Re-recordIng is in order for this 
worth-while piece. The deficiencies 
of this version are much the same 
as those noted directly above. 


WORKS FOR ORCHESTRA AND VOICES 


JUDITH 

Cantique funebre; Invocation; Fonfare; 
Incantation; Interlude; Cantique des 
vierges; Cantique de la victoire. Coe- 
cilia Chorus of Antvuerp, soloists. 


and orchestra conducted by L. 
deVocht. C-Set X78— $2.50. [«»*ff$$]. 
The thrust and excitement of this 
music, its superbly conceived texture 
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are magnificently delivered by the 
performers under deVocht. One’s 
only regret is that not more of the 

LE ROI 

De mon coeur jaillit un cantique; Psaume 
de penitence; Psaume; La mort de 
David; and Alleluia. St. William^ s 
Chorus and the Strasbourg Munic- 
ipal Orchestra conducted by Charles 
Munch. D-25517-8 — $1.50. [^*ff$$]. 
The sound tends to blur a bit, but it 
is otherwise generously resonant, 


score was recorded. The reproduc- 
tion is excellent in balance and 
fidelity. 

DAVID 

and faithful to the original timbres. 
Munch leads a performance of high 
quality and is probably not respon- 
sible for the subordination of the 
orchestra to the choir in the sound 
that reaches the listener. Here, too, 
one regrets that the score is avail- 
able only in small segments. 


HUMMEL, J. N. 


Quartet in G. Coolidge Quartet. V-Set 
723 — ^$2.50. [*^ff$$]. 

The deftness, animation and bal- 
ance of the performance are much 
to the advantage of this lively work! 
It is reproduced with excellent 
clarity and definition. 


Rondo Favori in E flat, opus 11 . Eileen 
Joyce, piano. — ^$.75. [*ff$$]. 

That secure stylist, Joyce, is as im- 
pressively able in this music as she 
is in Liszt’s “Waldesrauschen” on 
the reverse side. The piano tone of 
the recording is clangy, but not un- 
bearably so. 


HUMPERDINCK, ENGELBERT 


OPERA 

HANSEL UND GRETEL 


Overture. Hotward Barlo<w and the 
CBS Orchestra. C-17219 — ^$.75. 
[**ff$]. Adrian Boult and the BBC 
Orchestra. ^’-11929 — $1. [**ff$$]. 

Paul Minssart and the Paris Phil- 
harmonic Orchestra. D-z^o^z — ^$.75. 
[*f$$]. 

Both for economy and efiiciency, the 
Barlow version is definitely superior 
to its competitors. Boult uses a larger 
orchestra, but the American is large 
enough for the purpose, and robustly 
recorded. The Minssart perform- 
ance is routine, the recording poor. 

Dance Duet (Act I). Conchita Supervia 
and Ines F err arts. — $.75. 

[*f$$]. 

No, the listing of singers is not a 
misprint I Supervia is one of the sing- 
ers, and an Italian text is used. The 
recording is inferior. There may be 


those, however, who will want to 
treasure this as a curio. 

Hexenritt (Act II). Frieder W eissmann 
conducting an unidentified orchestra. 
D-20434— $.50. [**f$$]. 

There is no remarkable amount of 
excitement in this performance, 
though the orchestra is capable and 
the reproduction better than fair. 
Sandman's Song; Evening Prayer. Meta 
Seinemyer and HiUne Jung. D-25431 
— $-75* [**ff$]. Elisabeth Schumann. 

^-i94g—$.75. 

For musical purposes, the Seine- 
myer-Jung performance is much to 
be preferred, if only for its in- 
clusion of an orchestra in place of 
the piano used by Schumann. How- 
ever, the latter has valid attractions 
of its own, for both parts in the 
“Prayer” are sung by Schumann, and 
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with high success, through skillful 
use of dubbing. Needless to say, she 
is an ideal choice for music of this 
sentimental charm, but the piano 
(and the bird-calls interpolated into 
the ^Trayer”!) are hardly repre- 
sentative of Humperdinck’s inten- 
tion. 

Dream Pantomime. Barlow and the 
CMS Orchestra. C-17220 — ^$.75. 

[^ff$]. Boult and the BBC Or- 
chestra. ^-11832 — ^$1. p*f$$]. 

The values here (both musical and 
monetary) are identical with those 
discussed in the performances of the 
overture by the same forces. The 
judgment, too, is the same — ^Barlow 
over Boult, by a comfortable margin. 

Witch's Song and Gingerbread Waltz. 
Seinemyer and Jung. D-25431 — ^$.75. 
[**ff$]. 

The singing is delightful, the re- 
cording sufficiently clear. 


Gingerbread Waltz. Frieder Weissmann 
and an unidentified orchestra. D- 
20434 -$* 50 . 

This is an orchestral version, with- 
out voices. A capable job, but not 
exceptional in any respect. The re- 
cording is fairly good. 

Finale. Friedel Schuster, soprano, Elisa- 
beth Friedrich, soprano, Alfred 
GobeV, baritone, chorus, and orches- 
tra. D-2043S— $.50. ["^^£$$1. 

The voices are no more than pass- 
able in quality, but the singing is 
intelligent, the spirit of the scene 
charmingly conveyed. There is good 
body in the recording of chorus and 
orchestra. 

N.B.: There are se<veral groups of 
excerpts presenting the opera in narra- 
tive form, but their musical qualities 
are indifferent, the voices and instru- 
mental backgrounds used hardly dis- 
cussible in critical terms. 


SONGS 


Weihnachten. Ernestine Schumann- 
Heink. ir-6723— $1. [**fff$$]. 

One of the astonishing records in 
the catalogue, this finds Schumann- 
Heink, who began her career almost 


simultaneously with the phonograph, 
still possessed of enough voice to 
make a deeply moving experience 
of this song (in 1927). The record- 
ing is electrical and thoroughly good. 


IBERt, JACQUES 


Concertino. Marcel Mule, saxophone, 
and orchestra conducted by Philippe 
Gaubert. V-Set 588 — $2.50. [**fff$$]. 
One could hardly hear the legitimate 
possibilities of the saxophone more 
completely exploited than they are 
on this recording. Mule is an artist 
of high accomplishments, and the 
piece would be interesting even 
without its specialized character. 
Gaubert conducts well, and the re- 
production is first-rate. 

Divertissement. Arthur Fiedler and the 
Boston “Pops** Orchestra. 

— $2. [**fff$$]. 

The charm and imagination of this 
sprightly work are beautifully 
realized by Fiedler. He is perfectly 


aware of the extent to which it com- 
plements his particular talents and 
he makes fullest possible use of the 
opportunity it presents, 
iscales. W alther Straram and the Or- 
chestre des Concerts Straram. C-Set 
Xi 6--$2.50. [*ff$$]. 

Although this recording has 
reached the age where retirement is 
indicated, its period of service 
should be extended because of the 
attractive qualities of the music, the 
solid merits of the performance, and 
the lack of an alternative version. 
Straram’s sympathy for the work is 
apparent, and the orchestra obeys 
him well. The tone of the reproduc- 
tion is coarse and lacking in bass. 
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Histoires No. 2: Le Petit Ane Blanc. 

Marthe Rennesson, piano. D-2061S — 
$.50. 

Rennesson plays this delightful 
piece with proper imagination and 
excellent tonal coloring. However, 
the piano is inadequately repro- 
duced. 

Histoires No. 3: A Giddy Girl. Jean Den- 


nery, piano. D-2o6a5— $.50. 

This would be more effective tone- 
painting were the colors of the in- 
strument better reproduced. The 
performance is thoroughly able. 

Piece for Solo Flute. Marcel Moyse, 
flute. C-17066— $.75. [**ff$$]. 

A BRILLIANT performance, faultlessly 
reproduced. 


INGHELBRECHT, DE'SIRE 


Dernieres Nurseries. The composer con- 
ducting the Orchestre Symphonique 
de Paris. C-69339 — $1. [♦ff$$]. 

A DELIGHTFUL work wholly unknown 
in this country and soundly attrac- 
tive. The bassoonist who plays the 


solo for his instrument is particu- 
larly good, though the orchestra as 
a whole plays well. However, the 
recording is a little too “studioish^* 
for my taste. 


IPPOLITOV-IVANOV, MICHAEL 


CAUCASIAN SKETCHES 


Complete set. Fiedler and the Boston 
*'Pops** Orchestra. V-Set 797 — $3.50. 
[**ff$$]. 

By INGENIOUSLY Combining the vari- 
ous separate Fiedler records listed 
below (and in the case of “In the 
Mosque” dubbing the two sides of a 
lo-inch disk onto a single 12-inch 
side) Victor has produced the only 
complete version, in album form, now 
available. The intent was to make 
the work available for automatic 
machines, but there is no reason 
why the prospective purchaser 
should not buy the records as now 
available, with the boon of the un- 
broken “In the Mosque” and an odd- 
side containing the “Procession” 
from “Coq d’Or” to justify the added 
expenditure. The individual items 
are described below. 

In the Mountain Pass. Arthur Fiedler 
and the Boston '"Pops’* Orchestra. 
^'-12460—$!. [**fff$$]. Victor Sym- 
phony Orchestra. ^-36017 — $.75. 

[^f$$]. 


There is no contest between these 
two disks, for the Fiedler perform- 
ance is a highly artistic achieve- 
ment, the other none at all. How- 
ever, it may be pointed out that the 
cheaper record also offers the third 
section of the suite, as noted below. 

In the Village. Fiedler and the Boston 
"Pops’* Orchestra. ^-11883 — ^$1. 
[**fff$$]. Philadelphia Orchestra, 
Stokowski conducting. F-6514 — $t. 

[*ff$$]. 

The excellent Fiedler direction is 
much enhanced by first-rate repro- 
duction. The older Stokowski record 
is notable for the remarkable wood- 
wind playing, but the age of the 
disk (more than fifteen years) is a 
serious handicap. 

In the Mosque. Fiedler and the Boston 
"Pops’* Orchestra, V-^szS — ^$.75. 
[**ff$$]. Victor Symphony Orches- 
tra. F-36017— $.75. [*f$$]. 

The symbols are only a suggestion 
of the gap in quality between the 
cleanly articulated performance un- 
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der Fiedler and the routine job of 
the anonymous competitor. The an- 
swer is obvious. 

Procession of the Sirdar. Philadelphia 
Orchestra conducted by Stokofvuski. 
F-1335 — $.75. Fiedler and 

the Boston ''Pops'^ Orchestra, F- 
11883— $1. P*f$$]. 

Here the cheaper performance is 
the better one, for Stokowski’s ten- 
inch disk is more volatile and fanci- 


ful than the heavier, more preten- 
tious treatment of Fiedler on a 
twelve-inch disk However, the 
latter also includes the second sec- 
tion of the suite, as noted in that 
place, and thus the purchaser has 
no extra expenditure if he is as- 
sembling the complete suite of pieces. 
However, the qualification of the 
performance still stands. 


IVES, CHARLES 


Barn Dance. Nicolas Slonimsky con- 
ducting the Pan-American Orchestra, 
NMQ-ioi^ — $2. [*f$$]. 

The performance is energetic, the 
playing acceptable, but the record- 
ing of this morceau is shoddy. Sur- 
face noise and poor quality of 
sound are no favor to an apprecia- 
tion of Ives’ invention. 


In the Night. Slonimsky and the Pan- 
American Orchestra, NMQ-iot '^ — 
$2. [*f$$]. 

The specifications of the foregoing 
record also apply to this, save with 
stronger emphasis. This is a purely 
atmospheric piece, of which little 
emerges because of the atrocious re- 
production. 


SONGS 


Chorlie Rutlege; Evening; Our Street; 
Resolution; The Greatest Man; Two 
Little Flowers. Mordecat Bauman, 
baritone, v}ith Albert Hirsh, piano, 
NMQ-xs,iz—%z, [**ff$$]. 

To THIS taste, Ives’ talent is best 
represented in his songs, and par- 
ticularly ^‘Charlie Rutlege” and 
‘The Greatest Man” in this group. 
Bauman is an exceptionally under- 
standing interpreter, possessed not 
only of a serviceable voice but also 
of an excellent literary sense for the 
texts. Albert Hirsh is the skillful 
pianist, and the recording is better 
than the average of this organiza- 
tion. 


General Booth Enters Heaven. Radiana 
Passmor, soprano, njoith GSnimlve 
Pitot, piano, NMQ-xixz — $2. [*f$$]. 
The Pazmor voice tends to thin out 
at its top, and the singer is not al- 
ways careful to guard against forc- 
ing. However, there is fine spirit in 
the singing and a thorough under- 
standing of the material. The re- 
cording is fair. 

67th Psalm. Madrigal Singers directed 
by Lehman Engel, C-17139 — ^$.75. 
Pff$$]. 

A CAREFUL performance, sung with 
good technical finish. The voices of 
the individual singers are only fair, 
and the recording is dull in tone. 


JANNEQUIN, CLEMENT 


Au joH jeu. Dr, H, Opiensky conducting 
Madrigal Group, V-zzojs — $.50. 
[**ff$]. 

Despite the low price and the un- 
promising classification (in Victor’s 
^^educational” list) this is a gem of 


a record, magnificently sung and 
excellently recorded. It is highly 
recommended. 

Chant des oiseaux. Madrigal Singers 
conducted by Lehman Engel, C-9134 

— $ 1 . i*nmi 
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Engel’s performance of the master- 
ful score is sensitive, though the 
singers are not always able to give 
him the effects he wants. The re- 
cording is good. 


Petite nymphe folostre. The Madrigal- 
ists. JW-214— $1. ['^ff$$]- 
An intelligent performance. There 
is not much “live” quality in the re- 
cording. 


JARNEFELT, ARMAS 


Berceuse; Praeludium. John BarbirolWs 
Chamber Orchestra. ^-43 20 — $.75, 
[**ff$$]. Victor Symphony Orches- 
tra conducted by Rosario Bourdon. 
F-20374 — ^$.50. [*f$$]. Praeludium 

only. Henry Wood and the Queen's 
Hall Orchestra. Z)-356i7 — ^$.75. 

mmi 

The Barbirolli performance, with 
its elasticity and good shading, is 


the best among these. The cheaper 
Victor version is no economy, for 
the playing is much inferior and the 
recording no better. For those who 
want the contrasts of a large or- 
chestra in the “Praeludium,” the 
Wood performance will be satisfy- 
ing, but they must also accept in- 
ferior recording and a ceaseless 
grind of surface sound. 


KALLINIKOV, BASIL SERGEIYICH 


Symphony No. 1 in G minor. Indianapolis 
Symphony' Orchestra under the di- 
rection of Fabien Se<vitzky, V-Set 827 
—$4.50. [**ff$$]. 

The addition of this work to the 
recorded literature will not raise 
many temperatures, but it will pro- 
vide another small territory to the 
vast area conquered by the phono- 
graph. The plentiful energy of Se- 
vitzky’s direction is not comple- 


mented by the subtlety and strength 
one would hear were the name 
prefaced by the letters K-o-u-s, but 
the justice to the composer is fair if 
not complete. Sevitzky’s orchestra 
sounds a bit smaller than the groups 
one is accustomed to hear in music 
of this scope, and the tone of the 
strings is somewhat glassy, but the 
playing and reproduction are other- 
wise admirable. 


KODALY, ZOLTAN 


Dances from Galanta. Boston Pops'* 
Orchestra conducted by Arthur Fied- 
ler. V-Set 834— $2.50. [***ff$$]. 

The insistent care of Fiedler’s per- 
formance and the volatile brilliance 
of the men under his baton are both 
evident in this remarkably successful 
recording. One could hardly find a 
better specimen of contemporary re- 
cording skill, and the music reaches 
the ear cleanly, freely, potently. 

Hdry Jdnos Suite. Minneapolis Sym- 
phony Orchestra conducted by Eu- 


gene Ormandy. V-Set 197 — $3.50. 
[**ff$$]. 

Ormandy’s lively performance of 
this score remains a delight, despite 
six years’ life in the record cata- 
logues. The orchestra plays with ex- 
cellent discipline and with a good 
deal of relish for the task. 

Evening. Augustana Choify conducted 
by Henry Veld, r-1937 — ^$.75. 

t**ff$$]. 

The rich, vigorous tone quality of 
this choir would be a pleasure to 
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hear under any circumstances — it is 
doubly so when the music is as suit- 
able for it and as inherently satis- 
fying as this work is. The recording 
is excellent. 

11 pieut dans la villa. Nathan Milstein, 


fviolin. C-17111 — ^$.75. [**ff$$]. 
Milstein plays this trifle (which 
does not occupy even the full side of 
a ten-inch record) with impressive 
elegance and control. It is well- 
recorded. 


KORNGOLD, E. W. 


OPERAS 


LIED DER LIEBE 


Du hist mein Traum: Man glaubt so gern. 

Richard Tauher njoith orchestra con- 
ducted ly the composer* D-20259 — 
$.50. [*^ff$$]. 

Dort rauscht und plouscht der Wiener- 
wald. Tauber and Korngold* D-20261 
•—$-50. [^*ff$$]. 

DIE TOTE 

Gliick, das mir verblieb. Lotte Lehmann 
and Richard Tauber, nvith orchestra 
conducted by Georg Szell, D-29012 
— $1. [**ff$$$]. 

Both vocalists are in excellent 
shape on this disk, which is finely 
directed by Szell and capably re- 
corded. There is no reason, how- 
ever, why it should cost more than 
many choicer records in the Decca 
catalogue. 

Ich werde sie nicht vriedersehen. Tauber, 
nmth Szell conducting, D-Z9012 — ^$1. 
[^ff$$$]. 


These excerpts from an operetta 
based on Johann Strauss themes 
have the consistency of glucose and 
the specious sparkle of rock candy. 
They are performed with an infinite 
enthusiasm for both elements. 

STADT 

One of the best recorded examples 
of Tauber’s special skills. The re-^ 
production of his voice is excellent. 

Marietta's Lied. Irene Jessner, soprano^ 
nmth orchestra led by Bruno Reibold, 
^-17256—$!. [**ff$$]. 

Jessner’s voice has the shrillness if 
not the expressiveness usually asso- 
ciated with this air, and Reibold 
conducts helpfully. The recording is 
quite good. 


DAS WUNDER DER HELIANE 


Ich ging zu ihm. Lotte Lehmann, 
soprano, nmth orchestra directed by 
Manfred Gurliit, D-25805 — ^$.75. 
[^ff$$J. 


Tubby studio recording and exces- 
sive surface sound minimizes the 
quality of Lehmann’s fine singing. 


KREISLER, FRITZ 


Quartet in A Minor. Kreisler Quartet, 
V-Set 335--$4.50. P*fff$$]. 

Not the least of the interests in this 
album is the personnel, and the 
performance, of the quartet. Its 
leader, of course, is Kreisler, assisted 
by such excellent performers as 
Thomas Petrie, long second violinist 


of the London Quartet, William 
Primrose, virtuoso violist, and Lauri 
Kennedy, cellist. The performance 
is as fine as one would expect of 
these musicians, and it is splendidly 
recorded. Musically it is on the 
genial level of Kreisler’s brief violin 
pieces, though the quartet medium 
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is sensitively understood and well 
utilized. In the first movement one 
hears a Smetana-Dvorak quality, 
which suggests what the Kreisler 
talent might have amounted to had 
it not been diluted by his own par- 
ticular kind of romanticism. The re- 
cording is good. 


Scherzo a la Dittersdorf. Kreisler Quar- 
teL F-14Z52— $1. 

The implications of the title are 
fully borne out by the work, which 
is performed with excellent skill by 
the same musicians heard in the 
quartet above. The recording is 
similar in quality. 


VIOLIN AND PIANO WORKS 


No attempt has heen made to track 
do^ivn every odd recording of all of 
Kreisler's considerable list of mor- 
ceaux. The group belovj concerns itself 
vjith the best’-knovm pieces in morCj or 
less, legitimate performances. 

Caprice Yiennois. Kreisler and Franz 
Rupp, ^-14690—$!. [**ff$$]. Tossy 
Spiwakovosky, violin, 2)-25786 — ^$.75. 
[*ff$$]. Ormandy and the Minne^ 
apolis Symphony Orchestra, 

— $1. [**ff$$]. 

To SAY that such a piece as this is 
tailor-made for Kreisler’s special 
abilities is merely to repeat the com- 
poser’s name. This particular re- 
cording (he has made several) is 
masterfully played and gains from 
the sharp collaboration of Rupp. 
Spiwakowsky does a first-rate job in 
his own right, but it is indifferently 
recorded. Aside from some slushy 
phrasing, the Ormandy performance 
is also apt for the music. 

Gitana. Fritz Kreisler, F-1950 — ^$.75. 
[**ff$$]. 

Ably played, well-recorded. 
Liebesfreud. Kreisler, T-1891 — ^$.75. 
[**ff$$]. The same, F-6608 — $1. 
[*ff$$]. Ormandy and the Minne~ 
apolis Symphony Orchestra, T-8285 
— $1. [*^ff$$]. 

Each of the Kreisler records has its 
attractions, for the second includes 
the “Liebeslied” as its companion 
piece. On the other hand, the first 
choice above is a considerably 
newer recording and also a more 
spirited performance, though the 
intonation is occasionally dubious. 
Ormandy’s version is thoroughly ac- 
ceptable. 


Liebeslied. Kreisler, F-i950“-$.75. 
[*^ff$$]. The same, r-6608 — ^$1. 
[*ff$$]. Ormandy and the Minne^ 
apolis Symphony Orchestra, T-1659 
— $-75- [**ff$$]. Raphael, concer- 
tina, D-23006 — $.75. [**fff$$]. 

The discussion of the disks above 
also applies to the two Kreisler ver- 
sions of the “Liebeslied.” My pref- 
erence again is for the newer re- 
cording, despite its lesser mechanical 
skill. Ormandy does a typically com- 
petent job with his orchestra in this 
piece. Though the concertina is not 
one of the instruments I would take 
to a desert island with me, it is in- 
credibly well-played by Raphael in 
this piece. He also has the manner 
of the music completely under con- 
trol. 

Old Refrain. Kreisler, 7^-1465 — ^$.75. 
[*ff$$]. James Melton, tenor, V- 
22336— $.50. [*^ff$$]. 

A POOR recording job, dull in tone 
and empty of resonance, mars the 
good performance by Kreisler. Mel- 
ton sings nasally but with a proper 
sentimentality. His voice is well- 
recorded. 

Praeludium and Allegro. Yehudi Menu* 
hin, F-1863 — ^$.75. [^*ff$$]. 

There is plenty of rhythmic pulse 
in Menuhin’s playing, but his tone 
is more than a little attenuated, 
especially in the high positions. His 
performance is well-recorded, though 
the instrument sounds a little distant 
from the mike. 

Rondino on a Theme by Beethoven. 

Kreisler, r-1386— $.75, [**ff$$]. 

The phrasing is thoroughly lush, 
but one can hardly take the per- 
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former to task for his conception o£ 
a piece he wrote himselL It is not 
hard to auralize a more robust 
performance, however. The record- 
ing is good. 

Schon Rosmarin. Kreisler, F-1386 — ^$.75. 
[*ff$$]. Ormandy and the M'tnne^ 
apolis Symphony Orchestra^ i^-1659 

--$.75. [*^ff$$]. 

Though this performance by Kreis- 
ler shares a disk with the one 
directly above, it is a much inferior 
reproduction, apparently made 
under quite different circumstances. 
The surface, moreover, is distinctly 
bad. Here he plays very well. The 


Ormandy performance is savorous 
and acceptably reproduced. 

Tombourin Chinois. Kreisler, F-6844 — 
$1. [*ff$$]. The same. F-14690 — $1. 
[**f$$]. Ormandy and the Minne- 
apolis Symphony Orchestra, F-8284 
— $1. [**ff$$]. 

My choice between the two Kreisler 
records goes to the earlier one, for 
the reproduction of the later issue 
is not sufficiently an improvement to 
offset its erratic intonation and over- 
sophisticated phrasing. Ormandy 
and his orchestra do a characteris- 
tically businesslike performance of 
the good arrangement they use. 


KRENEK, ERNST 


OPERA 

JONNY SPIELT AUF 


Leb^ wohl, mein Schatz; Nun ist die 
Geige mein. Lud^mg Hofmann, bass. 
D-2Soo^ — ^$.75. [*ff$$]. 

As WELL as providing a memento 
for the curious of one of the operatic 
“sensations” of the ’twenties, this 
disk shows the voice of Hofmanii 
in infinitely better condition than it 
was at ahy time during his Amer- 

PIANO 

Eleven Pieces, opus 83 . Krenek, piano. 
C-Set X171— $2. [**ff$$]. 

According to the composer’s word, 
these works were designed for 
students, but they are a truer rep- 
resentation of the composer’s basic 


ican career. He sings both episodes 
well, with ample dramatic under- 
standing. The recording is thinnish. 
Medley. Dajos Bela Orchestra. D- 2 S 7 ^S 
-$. 75 . imi 

A TRIBUTE to the brief public ac- 
clamation of this opera, the play- 
ing and recording are of typical 
dinner-music quality. 

WORKS 

attitude toward music than anything 
else of his available on domestic 
records. The playing is excellent, 
the recording an accurate reflection, 
no doubt, of his rather dry pianism. 


LALO, EDOUARD 


CONCERTOS 

VIOLIN 


Symphonie Espagnole. Menuhin and the 
Paris Symphony Orchestra con- 
ducted by Georges Enesco. V-Set 
136 — $4.50. [*f$$]. Hubermann and 
the Vienna Philharmonic Orchestra 
conducted by Georg Szell. C-Set Z14 
-$3.50. [*ff$$]. 


The Menuhin performance is given 
nominal preference here only be- 
cause it contains all five movements 
of the score rather than the four in- 
cluded in the Hubermann (he omits 
the rarely played Intermezzo). How- 
ever, there are scarcely any more 
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tangible virtues in the album, for current examples of the enkindling 

Menuhin’s playing is coarse and touch that makes him unique among 

juiceless, with little response to the violinists. On the other hand, simple 

particular kind of romanticism to be passages are often a shade out of 

found in this score. Hubermann’s tune, and the recording is definitely 

treatment is at best erratic, but its antiquated. But it is a better stop- 

high points are noble fiddling in- gap (and possessed of some endur- 

deed. There is enormous vitality in ing values) than the Menuhin until 

the opening lash of sound and re- a new version is available. 

VIOLONCELLO 

In D minor. Maurice Marechal and or- chestra provides him with a reason- 

chestra conducted hy Philippe Gau- ably efficient background. However, 

herU C-Set 1^5 — ^$3.50. [*ff$$]. the recording is of the studio type, 

There is first-rate competence in the which is now fairly outmoded for 

soloist’s performance, and the or- works of this scope. 

OPERA 

LE ROi onrs 

Overture. Gahriel Pierne conducting of course, a relic of distant acoustic 

the orchestra of the Concerts Co- days, and the octet accompaniment 

lonne. 15-25380-1 — $1.50. [*ff$$]. is thoroughly ridiculous, but the 

Most of the music in this work will glow of Clement’s voice, the amaz- 

be found on these disks, though the ing finesse of his vocal technique are 

reproduction of it is drab and lack- vitalized by a superb sense of style, 

ing in life. However, it is a toler- Crooks sings tastefully, with plenti- 

able investment since it is the only ful voice, but there is more than a 

available performance. little brashness in his projection of 

Aubade. Edmond Clement, V-6062 — $1. the music. The Rossi version has the 

[*fff$$]. Richard Crooks. F-15543 — advantage of a choral background 

$1. [**ff$$]. Tino Rossi. <7-4185 — where it is needed, and his voice is 

$.75. [**f$$]. dulcet but also very limited in quan- 

For those whose desire it is to hear tity. For ordinary purposes, the 

this music sung as perfectly as pos- Crooks is probably the happiest 

sible, the Clement version can be choice, 

enthusiastically commended. It is, 

ORCHESTRAL WORKS 

Rapsodie Norv^gienne. Orchestra of the his orchestra. Bigot achieves a better 

Paris Conservatory conducted by all-round result in this work, though 

Euglne Bigot. ^-36347 — ^$.75. Pierne has more to give to the 

[*^ff$]. Pierni conducting the or- music. However, the difference is 

chestra of the Concerts Colonne. hardly consequential, as the Victor 

jD-25331-2 — $1.50. [*ff$$]. is the better value in any case. 

Through the better reproduction of though cut. 

LAMBERT, CONSTANT 


The Rio Grande. The composer con- St. MichaeVs Singers, vnth Harty^ 
ducting the Haiti Orchestra and the piano. C-Set X52 — $2.50. [*ff$$]. 
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Some of the first journalistic interest 
of this work has waned, but it com- 
mands a good deal of interest still 
for its vividness of thought, its re- 
sourcefulness of execution. Thanks 
to the initial excellence of the re- 


cording, its qualities of clarity and 
good balance are still viable. Harty 
plays the piano part ably, and the 
other elements of the performance 
are all that one would want them 
to be. 


LASSO, ORLANDO Dl 


Echolied. Dresdener Kreuzchor, ^-4326 
— [*^ff$$]. Augustana Choir, 

r-1971— $- 75 . [**f$$]. 

There are more spectacular vocal 
feats in the Augustana version, but 
it is more than a little exhibitionistic 
in these respects, and an English 
text is no contribution to authen- 
ticity. I prefer the more musical ap- 
proach of the German singers. 
Fuyons tous d'amour le jeu. The MadrU 
galists conducted hy Arthur Lief. 
if-214— $1. [**ff$$]. 

This is a good, spirited perform- 
ance, clearly recorded. The chanson 
character of the music is excellently 
projected. 

Landsknechtstdndchen. The Trapp Fant'- 
ily, F-1962— $.75. [**f$$]. 

The individual elements of this 
group are not remarkable, but they 
sing with plenty of spirit and a 
good feeling for the style. 
Martinsgons, Die. Trapp Family, 

-$.75. [**ff$$]. 

Lighter, more spirited material, 


and thus better suited to the per- 
forming group. 

^ass — ^''Douce Memoire^': Benedictus. 

Dijon Cathedral Chorus nuith Gj/j- 
tave Bret, organ, F-13498 — $1. 
[*ff$$]. 

The peculiarly wavering recording 
is an unfortunate disadvantage here, 
for the pure sound of the choir is 
excellent for the music. On the whole, 
however, it is an ineflFective disk. 
Motono mia caro. Motet and Madrigal 
Group. , V-2207S — $.50. [**ff$$]. 

Madrigalists, iW-214 — $i- [^^f$$]. 
Objectively considered, the per- 
formance on the Victor disk is a bit 
more polished, sung with more fin- 
ish, and thus preferable. However, 
the Madrigalists sing two other 
Lassus items on this disk, and it is 
thus the better buy. 

Quand mon mary. Madrigalists. M^zx^. 
— $1. [**ff$$]. 

A SPLENDID job and, taken together 
with the other works on this record, 
a good value. 


LECLAIR, JEAN-MARIE 


Sarobande and Tombourin. Yehudi 
Menuhin, accompanied hy Louis 
Per singer, F-7182 — ^$1. [**ff$$]]. 

Tambourin only. Jeanne Gautier. D~ 
20270 — $.50. [*f$$]. 

As WELL as acquiring a first-class 
performance of this charming work, 
the purchaser of the Menuhin disk 
will possess a nostalgic evidence of 
this violinist’s talent at its most 


amazing — when he had barely en- 
tered his ’teens. The poor recording 
of the Gautier interpretation is not 
to be offset by her sensitive playing. 

Tambourin. Arthur Fiedler conducting 
the Boston **Pops'* Orchestra, 1^-4432 
-$.75. P*ff$$]. 

The playing is expert, the recording 
excellent. 
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LEKEU, GUILLAUME 


Sonata in G. Hephzihah and Yehudi 
Menuhin, V-Sei 579 — $4.50. 

The respectable attractions of this 
work are much enhanced by the vast 
enthusiasm and impressive virtu- 
osity of the performance. It is not 


unlikely, indeed, that these records 
will one day be treasured more for 
the piano playing of Hephzibah than 
for the violinistics of Yehudi. The 
recording is finely full and faithful. 


LEONCAVALLO, RUGGIERO 


OPERA 

PAGLIACCI 


Complete set. Franco Ghione conducting 
the Orchestra and Chorus of La 
Scala, fwith Beniamino Gigliy Iva 
Pacetti {Nedda)y and Mario Basiola, 
V-Set 249 — $9.50. [**ff$$]. Lorenzo 
Molajoli iivith same orchestra and 
chorusy and Francesco Merliy Rosetta 
Pampanini (Nedda)y and Carlo 
Galeffi. C’Set Op, 22 — ^$9.50. [*ff$$]. 
Despite the recent appearance of the 
Columbia set (which is not nearly so 
new as its listing would suggest) the 
Ghione version retains its distinc- 
tions. These are, principally, his own 
vigorous conducting, and the disci- 
pline he imposes on the performers. 
Of the soloists, Gigli is the dominat- 
ing figure, for the warmth and 
suavity of his voice and his sense of 
the role. Pampanini outsings Pacetti 
for the one tangible advantage of 
the version directed by Molajoli, but 
it is its single distinction. Merli 
shouts his music, and Galeffi no 
longer has the voice to articulate his 
good conception. Neither recording is 
remarkable, but the Columbia is 
even inferior here too. 

Prologo. La^wrence Tibhett, ^“-65 87 — ^$1. 
[*ff$$], Apollo Granforte, F-36299 
— $.75. [*ff$]. Igor Gorin, ^-4409 — 
$•75* [**!$$]• Giovanni Inghilleru 
D-2S868— $.75. [*f$$]. 

None of these versions is wholly sat- 
isfactory, even in the limited sense 


in which any performance of this 
music could satisfy me. Tibbett’s 
strong singing dates from a decade 
and a half ago, with inevitable ef- 
fect on the reproduction of his voice, 
while the strong performance of 
Granforte, dramatically and orches- 
trally, is marred by his frayed tones. 
In fact, he omits the first A in the 
closing passage of the excerpt. 
Nevertheless at the price it is a 
better buy than the Gorin, for the 
superb voice of this performer is 
shamefully punished by his excesses 
of temper and theatrics. The Inghil- 
leri is labored, poorly reproduced. 
Of those in the complete versions, 
the Basiola is preferable, for it is 
more listenable than the now worn 
voice of Galeffi. However Basiola 
has little more than routine emotion 
to oflFer. 

Ballatella. Maria Cebotari. D-23045 — 
$.75. [*ff$$]. Mary Lewis, F-6578 — 
$1. [**f$$]. 

Cebotari sings shrilly and in Ger- 
man, but her performance is pref- 
erable to the mechanical, impersonal 
one of Lewis. However, this is 
hardly to be interpreted as an en- 
dorsement of the former. 

Vest! la giubba. Gigli, ^-8529 — ^$1. 
[**ff$$]. Martinelli. F-6754 — $1. 
[**f$$], Caruso, F-6001 — ^$1. 
[*ff$$]. The same, r-7720— -$i. 
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Aureliano Fertile,' D-25869 

-$.75. C^f$$]. 

Since the Gigli version is an ex- 
cerpt from the complete version of 
the opera and enjoys the advantages 
of Ghione’s background, it is the 
most acceptable of the available 
performances. MartinellPs has the 
voice he possessed in 1927 and is 
that much more attractive to the 
ear than he sounds today. It is sung 
with the usual emotion. For those 
who vrant a Caruso version in their 
collection, I am partial to the old 
6001 rather than the later disk with 
the dubbed orchestra. The vocal per- 
formance is the same in both in- 
stances, but the original issue has 
the second-act aria from this opera 
as additional value. Pertile’s thread- 
bare voice is not flattered by the 
reproduction of it. 

O Colombina (Harlequin's Serenade). 

Tito Schipa, V-ii%z — ^$*75« [*ff$$]. 

ZkZk 

Zflzo, piccolo zingara. John Charles 
Thomas, <wtih orchestra directed by 
Frank Tours, F-15859 — $1. [**ff$$]. 

The moderate praise for Thomas 
here is earned by sheer voice alone, 


The orchestra is small, and the re- 
cording not of the best, but Schipa’s 
art is a treasurable thing and fully 
represented on this record. 

No, Paglioccio non son. Caruso. F-6001 
— $1. [*fff$$]. Martinelli. F-SjSA - — 
$1. [**f$$]. Fertile. jD-25869— $.75. 
pf$$]. 

Anyone who believes that the 
legends of Caruso’s incomparable 
vocal strength have grown dispro- 
portionate to their factual reality is 
invited to consider this disk. The 
power and impact of the singing are 
truly fabulous, despite the limita- 
tions of the reproduction. By com- 
parison, the Martinelli, which is not 
without merit of its own, becomes 
almost insignificant. However, it 
does have the chorus indicated in 
the score. The Fertile version lacks 
the introductory passage and, 
though strongly sung, has no dis- 
tinctive' qualities. 

for he mouths the text deplorably, 
slurring phrases merely for the sake 
of legato. The orchestral accompani- 
ment is fair, the recording good. 


SONGS 


Mattinata. Richard Tauber. D-20258 — 
$.50. [*ff$$]. John Charles Thomas, 
F-1632— -$.75. [**f$$]. 

Thomas is no amateur in the trade 


of purveying sentimentality, but he 
must defer to such a master of drool 
as Tauber in music of this type. The 
recordings are about on a par. 


LIADOW, ANATOL 


ORCHESTRAL WORKS 


Enchanted Lake, The. Koussevitzky and 
the Boston Symphony Orchestra. 
1^-14078 — ^$1. [*^ff$$]. Armas 

J'drnefelt conductinff the Stor Sym^- 
phony Orchestra, ^-25499—^.75. 

There is glowing atmosphere in 
Koussevitzky’s treatment of this 
score, and a generally faithful re- 


production of the orchestra. Neither 
quality can be found in the Jarne- 
felt. 

Kikimora. Jdrnefelt conductinff the Stor 
Symphony Orchestra. D-25469 — $.75. 
[*ff$$]. 

Only a portion of the conductor’s 
admirable conception can be distin- 
guished through the imperfections 
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of the recording, but enough is con- 
veyed to give one a sense of the 
music. 

Eight Russian Folk Dances. Stokowski 
and the Philadelphia Orchestra, 
1681-8491 — $1.75. Coates 

and the London Symphony Orches- 
tra, T-9797-8 — $2. [*ff$$]. 

There are occasional thinnesses in 
the reproduction of the Stokowski, 

PIANO 

Music Box, The. Moriz Rosenthal, D- 
25317 — ^$.75. [^ff$$]. Fiedler and 

the Boston "Pops^* Orchestra, V- 
4390 — $.75. [**ff$$]. Coates and the 
London Symphony Orchestra. T-9798 
— $1. [*f$$]. The Bohemians. 67- 
252M — $.50. [**£$$]. Victor JVood- 
twind Ensemble, T-19923 — $.50. 
[*f$$]. Lily Pons, V-i$i% — ^$.75. 
P*f$$]. 

Despite the evidence of the fore- 
going list of records, this is actually 
a piano piece. However, the only 
version played on that instrument 
actually sounds like a music box be- 
cause of thinness of the recording. 
This unintentional authenticity is 
hardly flattering to RosenthaPs tone 
or to the great deftness of his 

liszt; 


but the performance is finely spirited 
and executed with great efficiency. 
Coates is complete master of the 
idiom, but the reproduction is out- 
moded. Though the passage of a 
decade has not acquainted us with a 
conductor more appreciative of the 
values in this music, it has dimin- 
ished by much the attractiveness of 
this reproduction. 

WORKS 

fingers. Of the orchestral versions, 
my preference is for the brilliantly 
reproduced one by Fiedler. The 
others have various degrees of en- 
tertainment value, though not much 
that is discussible in critical terms. 
This includes the Pons version, 
which is treated as a pure vocalise, 
and with scant taste. 

Prelude. Rosenthal, £>-253 17 — $.75. 
[*ff$$]. 

This unidentified and tolerably 
charming piece shares one side of a 
disk with the “Music Box” men- 
tioned above and is no less well- 
played. The reproduction is slightly 
better only because the patterns do 
not wander into as high a register 
of the keyboard. 

FRANZ 


CONCERTOS FOR PIANO AND ORCHESTRA 


No. 1 in E flat. Emil Sauer, fujith Felix 
JVeingartner conducting the Or- 
chestre de la SociSte des Concerts 
du Conservatoire. C-Set 371 — $3.50. 
[**ff$$]. Walter Gies eking ‘with 
the London Philharmonic Orchestra 
conducted by Henry Wood, C-Set 
X17 — ^$2.50. [*^ff$]. Mischa Levitzki 
vuith the London Symphony Orches- 
tra conducted by Landon Ronald. 
r- 1 1309- 10 — ^$2. [*ff$$]. 

I CANNOT enthuse about any of these 
recordings, for each is a combination 
of flaws and virtues that leaves as 
much to be desired as it offers. The 
Sauer performance, for example, is 


the best recording of the three, and 
it has an element of style that the 
other two lack. However, it also 
tends to be pompous, and there is 
not enough attractiveness in the 
playing to justify the high cost (it 
uses six sides as against four for 
both of the others). Gieseking plays 
with fine virtuosity, but there is not 
enough intellectual content in the 
music for his best qualities to assert 
themselves. Some of the tempi are 
curious also. As conventional piano- 
playing, the Levitzki is the best of 
the three, but the support provided 
by Ronald is stodgy, and the age of 
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the recording (it was issued in 1933) 
is constantly apparent. For those 
whose need is dire, the Gieseking is 
my reluctant choice; for others, I 
suggest patience until Victor adds 
a new version to its catalogue. 

No. 2 in A. £^on Petri, ‘ivit/i the- Lon- 
don Philharmonic Orchestra con- 
ducted by Leslie Hetward. C-Set 362 
—$5.50. Josef Pemhaur, 

twith orchestra conducted by Frieder 
Weissmann, D-25449-51 — $ 2 , 2 $. 

C*f$$3. 


Petri’s tremendous power, his re- 
markable resources of facility and 
taste are even more reason for an 
interest in this work than the music 
it contains. Also, his instrument is 
well-reproduced and properly bal- 
anced with the strong playing of 
Reward’s orchestra. The sturdy 
qualities of Pembaur’s playing are 
fairly muffled by the dull recording. 
Even at the lower price there is not 
enough value to justify an invest- 
ment. 


ORCHESTRAL WORKS 


RHAPSODIES 


Since these tworks, in their orchestral 
form, have an individual life of their 
ovm, I have considered it wise to list 
them separately, rather than — as in the 
case of ^transcriptions’* elsewhere in 
this volume — under the citation of the 
work in its original form. 

No. 1 (Piano No. 14). Arthur Fiedler 
and the Boston ^‘Pops** Orchestra, V- 
13596 — $ 1 . [***ff$$]. Leo Blech and 
the Berlin State Opera Orchestra. 
r-4187-8— $1.50. [*ff$$]. 

A REPLACEMENT for the Blech ver- 
sion has long been desirable, and the 
purchaser is fortunate indeed to 
have the option of so excellent a 
performance (if one slightly com- 
pressed) as the Fiedler. There is a 
suspicion of the Nikisch treatment in 
the vigorous grandeur of the first 
side, and the pacing throughout is 
most judicious as well as enlivening. 
It is splendidly reproduced. Blech 
has equally strong feelings about the 
music, but perception of them is a 
good deal more difficult. 

No. 2 (Piano No. 12). Hamilton Harty 
and the Halle Orchestra, <7-7243 — 
$1. P*ff$$]. 

This is not the famous Second 
Hungarian Rhapsody but the one 
to which Liszt gave the designation 
“No. 2” in the orchestral series. For 
orchestral versions of the second 
Piano rhapsody— which is uni- 
versally known as the Second 


Hungarian Rhapsody — see under No. 
4. Harty plays the music vigorously, 
and though the recording is not 
new, it is still listenable. 

No. 3 (Piano No. 6 ). Otto Dobrindt 
conducting a symphony orchestra, 
D-20553— $.50. [*f$$]. 

The mere existence of this record 
is perhaps its only noteworthy fact 
Tubby recording and poor surfaces 
are additional liabilities of a crude 
performance. 

No. 4 (Piano No. 2). Leopold Stokowski 
and the Philadelphia Orchestra, V- 
14422 — ^$1. [**ff$$]. Stokowski and 
the All-American Youth Orchestra, 
^- 11646 — $ 1 . Frieder Weiss- 

mann conducting a symphony or- 
chestra. D-25074— $.75. [^f$$]. Mag- 
yari Imre Gypsy Orchestra, D -20024 
— $.50. [’•^ff$$]. Banda di Chieti. V- 
24821 — ^$.50. [*f$$]. 

Here is another instance of a stead- 
ily worsening Stokowskian concept 
The fire and dash in the Victor ver- 
sion are more literary than musical, 
but consideration for the composer’s 
score has almost wholly vanished 
in the Columbia, which is, indeed, 
noted as a Stokowski transcription. 
It is, in any case, heedless, brash, 
and irresponsible. Nor is there any 
comparison between the finely teso- 
nant Victor recording and the dis- 
mally unbalanced Columbia effort 
Those who relish cymbalons and 
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zithers will find them loudly present formance sounds remarkably the 

in the Imre Orchestra. As for the way one would expect it to sound — 

Banda di Chieti recording, the per- goulash a la Milanese. 

SYMPHONIES 


Faust Symphony. Selmar Meyro^itz and 
the Grand Orchestre Philharmonique 
de Paris. C-Set 272 — ^$7.50. 

Save for the ineradicable failings of 
studio recording, this is in every re- 
spect a splendid achievement. Of 
the studio type, it is much above 


the average; but the limitations of 
such recording are now more ap- 
parent than they formerly were. 
However, the music is treated with 
style and understanding, and the 
playing is unfailingly efficient. 


TONE POEMS 


Mazeppa. Hans Knapp ertshusch con- 
ducting a symphony orchestra. D- 
20082-4 — $1.50. [*f$$]. 

Despite the limitations of boomy re- 
cording and an orchestra that is 
not so large as the music demands, 
Knappertsbusch conveys a convinc- 
ing amount of the Wagnerian antici- 
pations in the score. They are, in 
themselves, sufficient reason for in- 
vestigating this recording, unsatis- 
fying as it is otherwise. 

Orpheus. Howard Barlow and the 
CBS Orchestra. C-Set X165 — ^$2.50. 
[^*ff$$]. 

I DO NOT care for the quality of the 
sound on these records, though the 
recording is recent and there is ex- 
cellent definition of instruments. It 
is acoustically shallow and lacking 
in resonance. Since this music is to 
a large extent merely a paraphrase 
of the pastoral section of “Les Pre- 
ludes,” it is far too thin in this 
treatment, though Barlow’s conduct- 
ing is a carefully considered job. 

Preludes, les. JK eingartner and the Lon- 
don Symphony Orchestra. C-Set 
X198 — $2.50. [***ff$$]. Mengelberg 
and the Concertgehouw Orchestra of 


Amsterdam. C-Set X29 — ^$2.50. 
[*fff$$]. The same. D-25438-9 — 
$1.50. [♦fff$]. Ormandy and the 
Philadelphia Orchestra. V-Set 453 — 
$2.50. [**ff$$]. Selmar Meyrowitz 
and the Symphonic Orchestra of 
Paris. C-Set X82-— $2.50. £**ff$$]. 

A LONG period of equivocation be- 
tween the stunning energy of 
Mengelberg’s poorly reproduced per- 
formance and the better reproduc- 
tion of inferior conceptions has been 
ended for the record buyer, thanks 
to the appearance of the Weingart- 
ner version, which heads this list* 
It may not have every accent of 
lurid melodrama to be found in the 
Mengelberg, but it is hardly less 
vigorous and superbly reproduced. 
For those who want a Mengelberg 
in their collection, I would suggest 
the Decca, for the two performances 
seem the product of the same mas- 
ters. The Columbia, of course, has 
better surfaces. I can, against such 
an arousing performance as Wein- 
gartner’s, find little to recommend in 
either the Ormandy or Meyrowitz 
versions. 


SONATAS FOR PIANO 


in B minor. Vladimir Horowitz. V-Set 
380— $3.50. ,[*^fff$$]. 

This is one of the tremendous per- 
formances of the record literature, 
which makes virtually all of its 
original effect even though the re- 
production is several years old. The 


bass is a trifle weak, but otherwise 
the sound and fury of Horowitz’s 
performance are amazingly close at 
hand. Since the conception in itself 
is as compelling a one as any 
pianist of the day commands, the 
report is on all counts enthusiastic. 
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SONGS 


Anfangs woHt' ich fast verzagen. Ernst 
Wolff, C-69733 ““$x. P*f$$]. 

As IN the instance of the seven other 
songs sung by Wolff in Columbia 
Set Xi 48 (and listed below in their 
alphabetical sequence), this per- 
formance is acceptable only because 
the material is not otherwise avail- 
able. But one should be prepared 
to accept, also, Wolff’s quavery 
voice and distinctly limited vocal 
technique. The recording is good 
enough. 

Comment disoient-ils. Lily Pons. V-igi8 

-$.75. 

Despite the tinkly piano and gen- 
erally substandard recording, Pons’ 
vocal treatment of this song is at- 
tractive in tone and musically plausi- 
ble. 

Der du von dem Himmel bist. Wolff. C- 
69733— $1. [**f$$]* 

Du bist wie eine Blume. Emmy Betten^ 
dorf. D-25020 — ^$.75. [*ff$$]. 

One hesitates to think how old this 
record might be, but the durable art 
of the singer makes an inescapable 
effect. The surface noise is quite pro- 
nounced. 

Es muss ein Wunderbares sein. Betten- 
dorf. D-25020— $.75, [*ff$$]. Wolff. 
U-69732— $1. [**f$$]. 

The voice that Wolff possesses is 
distinctly better reproduced than 
Bettendorf’s, but that is the only re- 
spect in which his performance can 
be bracketed with hers. I prefer the 
lesser clarity of the better interpre- 
tation. 


Freudvoll und leidvoll. Wolff. U-69732 — 
$1. [**f$$]. 

See first entry in this group. 

Im Rhein, im schoncn Strome. Wolff. C- 

69733— 

See entry above. 

Liebestraum (in A flat. No. 3). Tito 
Schipa. T-18068— $1. Geor- 

ges Thill. C-7326— $1. [^*f$$]. 
Schipa’s voice is not nearly so per- 
sausive as it was in his previous 
version (V-6543), but this is, of 
course, a far superior recording. The 
strained sound of Schipa’s voice is 
not pleasant, but neither is the ac- 
companiment for Thill’s version. 
Both singers use French texts. 

Lorelei. Sigrid Onegin. V-707S — ^$1. 
[*ff$$]. 

Onegin’s treatment of this song, 
very likely the finest effort of the 
composer in this genre, is a thor- 
oughly creative job, finely pictorial 
and also vocally sound. The record- 
ing is more than a decade old, but 
not too bad. 

Morgens steh' ich auf und frage. Wolff. 
C-69733-$i. 

There is little more to say about 
this performance than the others by 
the same singer, save that it taxes 
his voice less and is that much more 
endurable. 

Ober alien Gipfein ist ruh'. Wolff, C- 
69732—$!. [**f$$]. 

Wie singt die lerche schon. Wolff. C- 
69732—$!. [**f$$]. 

It should be noted that the eight 
songs included on C-69732-3 are avail- 
able in C-Set X148 at $2.50. 


PIANO WORKS 

ANNfES DE PiLERINAGE 
First Year 

Au bord d'une sotirce. Louis Kentner. C- though the reproduction of the piano 
69308 — $!. [**ff$$]. is tinkly. 

A SPLENDID bit of piano-playing. 

Second Year 

Venezia e Napoli (Gondoliera; Torantella). Josef Hofmann. (7-7024 — ^$!. [*ff$$]. 
Louis Kentner, C-Set X!05 — $2.50. Truthfully, there is only one ver- 

[**ff$$]. Leopold Godovoshy and sion of this work — the Kentner — lot 
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the single disk on whicJIi Soda»wsky Tarantella only. Karol Szreter and or- 
plays the '^Gondoliera* ^ a— nd Hof- chesira. jD-30031 — ^$.50. 

mann the “Tarantella” EslL.ttle more The source of this version is diffi- 

than a curio. Ho^vever^ it is from cult to trace, but it is a thoroughly 

this standpoint interestiaig. Keixtaer Lisztian conception, competently 
is thoroughly satisfying herfie, how- played by Szreter and the orchestra, 

ever, and his instrunie ut is ®airly The recording is limited in sonority, 

reproduced. but the tone quality is acceptable. 

Third Year 

Fountains at the Villoi d'Este. Clc=iudio Arrau does an imaginative job of 
Arrau. D-2S^75—$-7^> it, though the sound of the piano 

As ONE of the earliest tbBie“Moun- is distinctly harpish. Also, the sur- 

tain” pieces it has an ijoterrest even faces are noisy, 

exceeding its intrinsic one. Claaudio 

DIODES DE CONCERT 

No. 2 in F minor. JBile^sn Joy^CL i)*2S5205 No. 3 in D flat. Egon Petri. (7-68982 — 
—$.75. [*ff$$], $1. [*^ff$$]. Harold Bauer. V-6%2% 

As WELL as possessing the vltiality — $1. [*f$$]. 

required for such muss-ic as this. On recording alone the Petri ver- 

Joyce has an abundance of s ensi- sion would be preferable to the 

tivity and a superior fee Ting four her Bauer reproduction of the late 

instrument Unfortunately, the re- ’twenties. However, in such music 

cording is faulty, but the quslitioes of as this, I also prefer Petri’s au- 

the playing are more tfciani enough thentic virtuosity to Bauer’s elabo- 

to redeem it. rate simulation of that quality. 

fTUDErSDE CONCERT ( 1849 - 63 ) 

No. 1 , Woldesrouschen. MMersi Jcoyce. Gnomenreigen. Joyce. 27-20048 — ^$.50. 
jD-25228 — ^$.75. £**£f$$]. Jor-efF^em- [*ff$$]. Sauer. 27-25110 — ^$.75. 

baur. D-25132 — $.7 5. [♦£ SVll- [*f$$]. Rachmaninoff. ^-1184 — ^$.75. 

helm Bachaus. f^-72.7o-$ i. [*ff$$]. 

In DISTINCTION to most pisnists,I^iss Crispness and emphasis are finely 

Joyce does not forget tb-at ther-e is combined in the Joyce performance 

music as well as ch. alienee t«o a _per- without any sacrifice of tonal vari- 

former’s fingers in this "wo rk, Her ety. Sauer works hard at the ac- 

accomplishment is as vali^naiusicsally complishraent credited to him, but 

as it is technically, and tJhus presfer- the results are neither individual 

able to the other two. Permba ur's has in style nor persuasive as virtuosity, 

all the mechanical defe-cts of the One doubts that Rachmaninoff would 

Joyce recording and none of the willingly play on an instrument as 

virtues of her playing. I cam see no bad as this one sounds; the fault, 

reason to pay the extra ta-riff for then, must be in the appalling re- 

Bachaus’s more reassur ing naime, cording, 

for the recording is not liettier tzhan 
the Joyce, the playing a go^od edeal 
less imaginative. 

trvm DO(C ITION TRANSCENDANTE 

No. 5g Feux Follets. Sigfrli Q-mucsdeis. noted below are the only available 

— $-7 5- recordings of the works in this 

Since this and the comp^ani on saside series, there is no alternative to a 
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recommendation. However, the 
playing is mechanical, the reproduc- 
tion poor. 

No. 12, Chasse-Neige. Grundeis. D- 
*537*— $-75- [*f$$]. 


Here again one can commend the 
facility of Grundeis without being 
enthusiastic about the uses to which 
he puts it. Reproduction — cloudy. 


FANTASY 


Don Juan. Simon Barer, V-Set 577 — 
$2.50. [*^ff$$]. 

A COMBINATION of Liszt’s ingenuity 
in evolving pianistic patterns and 
the fragrant echoes of Don Juan, 
Donna Anna, Zerlina, and the rest 
would seem an irresistible formula, 
especially in the exceptional hands 


of such a pianist as Barer. How- 
ever, this is one instance, in music, 
of not being able to see the forest 
for the foliage; and all Barer’s skill 
in illumination is insufficient. He 
does a fine technical job, and the 
recording is faithful to his char- 
acteristic tone. 


LIGENDES 


No. 2, St. Francis Walking on the Water. 

Alfred' Cortot. F- 15 245 — $1. [**f$$]. 
Sifffrid Grundeis. D -203 5 9 — ^$.50. 

This is not one of Cortot’s best re- 
corded performances, for reticence 
is transformed almost into indiffer- 
ence. Technically it is impeccably 


facile, and the recording is thor- 
oughly satisfactory. However, for 
half the price one can have the 
Grundeis performance, which for 
all the disadvantages of the record- 
ing is not substantially inferior to 
the Cortot. 


LIEBESTRAUME 


No. 3 in A flat. Artur Rubinstein. F- 
36337 — $.75. [**fff$$]. Grundeis. 

D-20357 — ^$.50. [*ff$]. Wilhelm 

Bachaus. ^-6582—$!. [**ff$$$]. 

Rudolph Gann.. [*f$$$]. 

Grainger. U-7134 — ^$1. [*f$$$]. 

Marek Weberns Orchestra, i^-36132 

-$.75. [**ff$$]. 

At the price quoted, the Rubinstein 
performance is an unequivocal bar- 
gain, for he is the only one of the 
instrumentalists listed to make toler- 
able music of this audible nausea. 
Despite the Black Label classifica- 
tion, the recording is thoroughly 
good. Bachaus’s scholarly evasion 
of the plain intent of Liszt offsets 


the mastery of his technical execu- 
tion, whereas Ganz chooses a salon 
style that is gone with the antima- 
cassar. Grainger’s languishings are 
more picturesque when visible, and 
his arpeggiating of every chord a 
trial to even tolerant ears. The 
Weber transcription is the most 
skillful of a group that includes the 
organ, an organ-cello-harp and 
chorus ensemble, and two jazz 
bands. Each of them has virtues of 
a highly particular sort, but it is a 
sort more pertinent to a book on 
sociology than music. (See also the 
listing under Songs.) 


PAGANINI 

No. 2 in E flat. Horowitz. F- 1 ^ 6 % — $. 75 . 
[**ff$$]. 

Horowitz’s astonishing affinity for 
the music of Liszt is emphasized by 
the crispness, delicacy, and power of 
his performance of this etude. Even 


ETUDES 

at their most exacting the patterns 
are precisely defined. The recording 
is good. 

No. 3, La Companella. 

See listing under that title on p, 221. 
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RHAPSODIES HONGROISES 

No. Z Louis Kentner. C-69004. — $1. No. 12 . Arthur de Greef. ^-11323 — ^$1. 

Cortot, — ^$1. [*f$$$]. Karot Szreter, jD-25112 — 

[*ff$$]. $-75. 

The Kentner is a more recent re- Most of De Greefs other recordings 

cording (by a full dozen years), have found their way into the Black 

but the strength of his conception, Label series, amd it is probable that 

the vigor and intensity of his exe- this one will also, at the pleasure 

cution would be triumphant even of Victor. Until that time the Szreter 

if the age of the two versions were is a better investment, for the 

reversed. Fortunately, such a sacii- quality of perfcarmance is not greatly 

fice is not necessary to enjoy the difierent However, the recording of 

superior vigor of Kentner, De Greef is less poor than that of 

No. 6. Mischa Levitzki. ^-7276 — Szreter. 

[*f$$]. No. 15 ( Rflkoczy Mkarch) . Reginald Ste^w- 

There is not much drive in this re- art, piano. F-4544 — ^$.75. 

cording of Levitzki’s dutiful, ac- To be sure, this is hardly as much 

curate performance. fun as the Bearlioz elaboration for 

No. 11 . Sigfrid Grundeis. ^-^0358 — orchestra, but Stewart whips up a 

$.50. [*f$$]. good climax, meeting the mechanical 

Since the record is cheap the pur- demands of the work with impres- 
chaser can augment his collection sive efficiency, 

without financial sacrifice. However, 
he will get little more than the in- 
vestment merits. 

VALSE OUBLIIE 

No. 1 . Horo<wiiz, ^’-145 5— $.75. formance by Horowitz has more 

[**ff$$]. Emil Sauer, ^7-6968? — $1. volatility than Sauer’s. I also prefer 

[**ff$$]. ‘ the quality of piano tone in his re- 

As WELL as being cheaper, the per- production. 

MISCELUNEOUS PIANO WORICS 

Ballade in B minor. Kentner, C-Set X97 is unspirited, lacking in brilliance, 
— $2.50. [**ff$$]. and if possessed of more style than 

If kentner were not already ccle- the Kilenyi, also is a much more 
brated as a Liszt specialist he' would laborious execution, 
be entitled to that ranking merely Campanella, Lo (B^usoni version). Ignaz 

on his performance of this work. Friedman. — $1. [*f$$$]. 

Deftness and power are strikingly There may be e reason for continu- 

combined with a magnificent apti- ing this recording in the Columbia 

tude for the style. The reproduction catalogue, but irf so, it is not appar- 

is also first-rate. ent from the sounds that reach the 

Campanella, La (Original version). Ed'- ear faintly from its grooves. The 

tward Kilenyi. C-69798 — $1. [[**££$$]. playing is constantly inaccurate and 

Ignace Fader emki, the reproductioa tinny. 

[*f$$]. Chant Polonois (after Chopin). Conrad 

Kilenyi’s great facility, his accu- Ansorge. i>-255ao — ^$.75. pf$$]. 

racy and dash are decidedly in the The playing is heavy, the recording 

vein of this work. Basically it is dull. Both qualities are inimical to 

sheer, piano display, but’ capably the character of the music, 

supervised. The Paderewski version Consolation, No. 3 In D flat. Emil Sauer, 
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fiano. ^-69688— $1. [**ff$$]. 

Nathan Milstein, violin. C'-68479 — 

$1. [**£$$]. 

One cannot contest the authenticity 
of Sauer’s style, even if his execu- 
tion of the music is occasionally 
heavy, overpedaled. The reproduc- 
tion is fairly good. Milstein has a 
rich time with the juicy tune, and 
his effort may be commended to 
those who are not too much dis- 
turbed by the anachronism of a 
violin transcription of Liszt! 


Fun^railles. Vladimir H or ovoitz. r-14515 
— $1. [**fff$$]. 

This is Liszt playing to be bracketed 
with the performance of the B minor 
sonata — ^possibly for the reason that 
both are the product of the same 
passionate musicianship, the same 
forceful virtuosity. Horowitz’s piano 
tone has been better reproduced than 
it is on this disk, but it is passable 
nevertheless. 


MISCELLANEOUS TRANSCRIPTIONS 


Fruhlingsnacht. Lhevinne. r-8766 — $x. 

x**ff$$]. 

Liszt’s treatment of this Schumann 
song is discerning, and Lhevinne 
realizes all of its pianistic implica- 
tions. The recording is good. 

Hark! Hark! the Lark. Theophil Deme- 
trrescu. jD-20356 — $.50. [*f$$]. 

The pianist’s performance of this 
elegant elaboration is lackluster, the 
reproduction feeble. 


Wandern. Rachmaninoff, — ^$.75. 

,[*£$$$]. 

Just where the eminent composer- 
pianist got his conception of this 
music from is dubious, but it seems 
hardly possible that it was from the 
Schubert original. The tempo is ab- 
surdly fast, the figuration lacking in 
its proper significance. Moreover, 
the recording is poor. 


MISCELLANEOUS ORCHESTRAL WORKS 


Mephisto Waltz. Albert Coates and the 
London Symphony Orchestra. V- 
36343— $- 75 - [**ff$$]. 

Coates adds his own not incon- 
siderable agitation to that of Liszt, 
with results that sometimes trans- 
form the music into audible frenzy. 


However, the recording is quite 
sharp and distinct, also voluminous, 
inclining me to suspect that it is one 
of the newest Coates records to be 
released here as well as one of the 
most recent. 


MISCELLANEOUS WORKS FOR PIANO AND ORCHESTRA 


Fantasy on Beethoven’s "Ruins of Athens." 

Egon Petri voitk the London Phil- 
harmonic Orchestra conducted by 
Leslie Hevuard. C-Set X136 — ^$2.50. 
[^^ff$$]. 

Petri performs with characteristic 
mastery in this curio, which is also 
powerfully recorded. 

Hungarian Fantasy. Benno Mo'iseivitck 
and the London Philharmonic Or- 
chestra conducted by Constant Lam- 
bert. F-3 6341-2— $1.50. [**fff$$]. 
Edward Kilenyi and a symphony or- 
chestra conducted by Selmar Mey- 


rowitz. C-Set X120 — ^$2.50. [**ff$$]. 
This is another version of the four- 
teenth rhapsody in the piano set, 
which is the famous “No. i” in 
Liszt’s orchestral transcription. Both 
of these performances have admir- 
able pianistic qualities, and each 
artist has abundant equipment for 
the task. In addition, the two or- 
chestral performances are about on 
a par, and there is little choice be- 
tween the recordings. My prefer- 
ence for Moi'seivitch, therefore, is 
based on a certain intangible atmos- 
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phere in his playing, a keener re- 
sponse to the rugged vitality of 
Liszt’s thought. 

Spanish Rhapsody. Egon Petri and the 
'^finneapolis Symphony Orchestra 
conducted hy Dimitri Mitropoulos. 
C-Set Xi 63— $2.50. [**fff$$]. 

This work might be more properly 
listed under Busoni than Liszt, for 
the orchestral setting is the responsi- 
bility of the former. However, its 
basic characteristics are certainly 
Lisztian. A theme very similar (if 
not the same) to the one utilized by 
Vital! in his violin Chaconne is 
manipulated with much display 
work for the piano. Most of the 
virtues here derive from the per- 
formance, which is rousingly alive 
and energetic. The recording is ex- 
cellent. 


Todtentonz. Jestts Maria Sanromd and 
the Boston “Pops*^ Orchestra con-- 
ducted by Arthur Fiedler. V-Set 392 
— $z.5o. [^^fff$$]. Ednjjard Kilenyi 
and the Orchestre Symphonique de 
Paris conducted by Selmar Mey- 
rowitz. C‘Set X122— $2.50. ['^'^ff$$]. 
As IN the instance of the “Hungarian 
Fantasy,” the efficiency of Ealenyi’s 
playing is not coupled with enough 
individuality to offset the appeal of 
a performer strongly endowed with 
that trait — in this case, Sanroma. 
However, the tingling brilliance of 
the playing by the Boston “Pops” 
and its remarkable reproduction are 
additional factors of attractiveness, 
for the Columbia job, though not 
marred by any specific faults, is 
more modestly sensational. 


LOEFFLER, CHARLES MARTIN 

MUSIC FOR STRINGED INSTRUMENTS 


Music for Four Stringed instruments. 
Coolidge Quartet. V-Set 543 — $3.50. 
[**ff$$]. 

The Coolidges provide an admirably 
comprehending interpretation for 
the somewhat Franckian patterns of 
this work. Its calculated threads are 
carefully distinguished by the micro- 
phone, which has also been well- 
handled to reproduce the timbre of 
the ensemble. 

Quintet for Strings. Gordon String 
Quartet, assisted hy Kay Rickert, 
violin. S-Set 13 — ^$3.50. [*ff$$]. 

In distinction to virtually every 
quintet of the string literature, the 

MUSIC FOR PIANO, 

Two Rhapsodies. Emma Boynet, piano, 
Jacques Gordon, viola, and Bruno 
Lahate, oboe. S-Set 10 — $5. [**ff$$$]. 
Were it not for the enthusiasm of 
Carl Engel for the music of Loeffler 
(and the additional fact that Mr. 
Engel is an important official of 


instrument added here to the usual 
quartet is not a viola or cello but 
a third violin. This results in a dis- 
tinctive texture, which has an in- 
terest quite its own. The Gordons 
project the attractive material with 
obvious enthusiasm and excellent 
technical discipline. The recording 
is well-balanced, but it tends to thin 
out in the upper registers of the 
violins, and the surfaces are not up 
to the current commercial standard. 
However, the deficiency in both 
cases is not enough to invalidate the 
other values of the album. 


VIOLA, AND OBOE 

Schirmer^s), it is doubtful that this 
or the preceding album would ever 
have been made. Even those who are 
not enthusiasts for Loeffler should 
own it for the evidence it offers of 
the exceptional ability of Bruno 
Labate, first oboe of the Philhar- 
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monic- Symphony Orchestra. There 
are good qualities in the recording, 
but many of them are obscured by 


the coarseness of the material used 
for the surfaces. 


LOEWE, CARL 


Archibald Douglos. Gerhard Husch» D- 
257SS— $-75- 

The clear, limber voice of Hiisch is 
not completely transmitted in this 
recording, but enough of it emerges 
to convey the drama and under- 
standing of his performance. It is 
plain, in any case, that Hiisch is 
fully equal to the requirements of 
this great song. Michael Raucheisen 
is the indifferent pianist. 

Erlkonig, der. Sir George Henschel. C- 
9110 — ^$1. [*ff$$]. Michael Bohnen, 
Jb-zs75^ — $.75. [*ff$$]. 

Henschel has not nearly so much 
voice at his disposal as Bohnen has, 
but there is infinitely more subtlety 
and imagination in his use of what 
he has. However, it is not improb- 
able that a music lover should want 
to possess both versions of this tre- 
mendous song, especially as the 
coupling, in each case, is with a 
different Loewe song. Henschel is 
his own accompanist, while Bohnen 
has excellent assistance from the 
conductor Georg Szell. 

Heinrich der Vogler. Henschel, C-^110 
— $1. [*fff$$]. 

Here is lieder-singing in a grand 


tradition, and one almost extinct 
now. The core of the expression is 
completely extracted, and placed, 
whole, before the listener. Henschel 
aids himself with some beautiful 
phrasing of the piano part. The re- 
production is poor, but not fatally 
so. 

Nock, der. Wilhelm Rode, D-20443 — 
$.50. [*f$$]. 

Rode’s thewy voice is not easy listen- 
ing, but he is an excellent musician 
and an imaginative interpreter. De- 
spite the thin recording, this is a 
disk that should appeal to a col- 
lector, for no other version of the 
song is apt to come his way. 

Prinz Eugen. Bohnen. D-25756 — $.75. 
[*ff$$]. Herbert Williams. C-DB837 

-$.75. [**f$$]. 

Despite the excellent recording of 
Williams’ fluid voice, his use of an 
English text is an insuperable handi- 
cap to the complete projection of a 
work so dependent on its original 
verse as this one is. In addition, the 
vitality of Bohnen’s performance, 
though it is only partially repro- 
duced, is thoroughly exhilarating. 


LOTTL ANTONIO 


Crucifixus. St, Nicholas Church Choir. 
D-20S06 — ^$.50. [*ff$$]. Dayton 

W est mins ter Choir. /^-204io-— $.50. 
C**f$$]. 

Despite the better recording of the 


Dayton chorus I prefer the more 
authentic performance of the group 
directed by Abbe Marcel Lepage. It 
is particularly apt in tracing the line 
of the curious cadence. 
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LULLY, JEAN-BAPTISTE 


BALLET 

TRIOMPHE DE L'AMOUR 


Notturno. Stokowski and the Phila- 
delphia Orchestra, ^-7424 — $1. 

This is a prime example of the 
‘‘good” Stokowski, as opposed to 
the scientific-researching, Hollywood- 


traipsing, sensation-hunting Leopold 
of other moods. The music is formed 
with lovely sensitivity, and the re- 
sponse of the orchestra is unswerv- 
ing. 


OPERAS 

ALCESTE 


Prelude. Stokowski and the Phila- 
delphia Orchestra, 7^-7424 — ^$1. 

[**ff$$]. 

This is, of course, an expansion of 


the original instrumentation, but it 
is tastefully done and conscientiously 
performed. The recording is good. 


AMADIS DE GAULE 


Bois epds. VUlahella. C-^iss — ^$ 1 . 

[**ff$$]. 

Na ONE who has ever heard the 
voice of this artist on records will 
need to be reminded of his superb 
talents. They are fully exposed here, 
with admirable support from 
Maurice Cauchie, who conducts an 
orchestra of the specifications used 


by Lully. The recording is ideally 
clear. 

Minuet. Orchestra conducted by 
Maurice Cauchie, C-17148 — ^$.75. 

P*ff$$]. 

All the stateliness inherent in the 
music is made audible in this fine 
performance. 


ARMIDE ET RENAUD 

Plus j'observe ces lieux. Villabella, C- A powerful, spirited performance, 
9153 — ^$1. [**ff$$]. excellently recorded. 


ATYS 

Gavotte. Orchestra conducted by ■ 
Cauchie. €'-17148 — ^$.75. [**ff$$]. 

Style and technical efficiency are 

PERS^E 

0 Mort! Solange Renaux, with orches- 
tra conducted by Maurice Cauchie. 

€.9154-$!. [♦*f$$]. 

The wiriness of Renaux’s voice is a 
serious handicap to the generally 


combined in this capably recorded 
performance. 


good musicianship she possesses. 
However, there is distinctly good 
value in this disk, which has an 
excellent accompaniment under 
Cauchie. 


PROSERPINE 

Minuet. Orchestra conducted by performance, neatly rhythmic and 
Cauchie. C-17148 — $.75. [**ff$$]. carefully phrased. The reproduction 

This is a precise, well-controllcil is satisfactory. 
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ROLAND 


Par [e secours. Solange Kenaux^ wih 
female chorus. C-9154 — $1. [**£$$]. 

I AM not more partial to the quality 
of Renaux’s voice as represented 
here than on the excerpt noted above, 

THiSiE 

Prologue. Orchestra conducted by 
Cauchie. C-17149 — ^$.75. 

If there be such a thing as a Lully 
specialist, Cauchie is assuredly en- 
titled to the accolade. He leads this 
work eloquently, phrasing the string 
passages with great sensitivity. In 
addition, the quality of tone is first- 
rate. 

Marche de Sacrificoteurs. Cauchie lead- 
ing an unidentified orchestra. (7- 
17149 — ^$.75. Stokotwski 


but this has the additional interest 
of a female chorus used in a wholly 
individual way. The recording is the 
best of the series. 


and the Philadelphia Orchestra: V- 
7424—$!. [***ff$$]. 

The Stokowski performance is in- 
dubitably more splendid than that 
of Cauchie, but the original or- 
chestration (used by the latter) has 
more relevance' to the material. In 
addition the Stokowski version be- 
gins halfway through the side, with 
no separation from the preceding 
item. 


MACDOWELL, EDWARD 


CONCERTO 


No. 2 in D minor. Jesus Maria San- 
romd and the Boston *^Pops^* Or- 
chestra conducted by Arthur Fiedler. 
V-Set 324 — ^$5.50. [**fff$$]. 

It is the considerable good fortune 
of record buyers that Victor’s 
^‘house pianist,” so to speak, is an- 
artist of the quality of Sanroma 
rather than one in the sloppy tradi- 
tion of those who formerly did work 
of this kind. The consequence is 


plain in such a score as this, which 
makes no great demands on a per- 
former’s emotional capacities but 
assuredly gains from the force and 
fluency of Sanroma’s equipment. 
Fiedler provides him with an ideal 
accompaniment, and though the 
brightness of the recording tends to 
i)ecome an actual glint at times, it 
is generally within reasonable limi- 
tations. 


ORCHESTRAL WORKS 


Indian .Honxiard Barlo^w and the 
CBS Orchestra. C-Set 373 — ^$4.50. 

c*ff$$]. ^ 

The limited needs of this music are 
thoroughly supplied by Barlow’s con- 
ducting, though I am not wholly 
satisfied that the orchestra is quite 
as large as necessary. This, how- 
ever, may be a fault of the record- 
ing, which impresses me as curi- 
ously unbalanced. The brass is 
more prominent than necessary, and 


the strings often blanketed com- 
pletely by it. However, the quality 
of the sound is very clean, very 
resonant. 

Dirge only. Hom^ard Hans*on and the 
Eastman-Po Chester Orchestra. V- 

15657—$!. P*ff$$]. 

Hanson’s able orchestra gives swell- 
ing utterance to this music, impelled 
by the conductor’s vigorous musician- 
ship. The recording is quite suc- 
cessful. 
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Love Song only. Rosario Bourdon and The virtues of this item may exist, 
Victor Concert Orchestra. V-zoi ^2 — but they are inaudible to me. 

$.50. Pf$$]. 

PIANO WORKS 

SEA PIECES 


No. 1, To the Sea. Hans Barth. F-20396 
—$.50. 

This reproduction hardly has the 
power or fidelity of the piano re- 
cording being done today (it is 
nearly fifteen years old), but the 
performance is sensitive and well- 
controlled. The surface is quite 
noisy. 

No. 3, A.D. 1620. Myra Hess. (7-1235— 
$.75. [^*ff$$]. 

The poetry of Hess is almost as 
prominent an element in the attrac- 
tions of this disk as that of Mac- 


Dowell, The full beauty of her tone 
is not quite duplicated in the re- 
cording, but enough of* it is present 
to make immediate identification an 
easy matter. 

No. 7, Nautilus. Hans Barth. F-20396 — 
$.50. Pff$]. 

This brief piece (unlisted in the 
Victor catalogue) is a brief prelude 
to “To the Sea,” which fills the 
major portion of the same side. This 
is a capable performance, though no 
better reproduced than its partner 
(see above). 


WOODLAND SKETCHES 


No. 1, To a Wild Rose. Myrtle Eaver, 
piano. V-2Zx6x — $.50. [*f$$]. Chi- 
cago Orchestra directed by Freder- 
ick Stock. — $.75. [^^f$$]. 

Musical Art Quartet. C-215 — ^$.75. 
[^ff$$]. 

To FIND the only recording of this 
in the form intended for it by the 
composer, one must resort to the 
Victor Educational list, where it 
may be found in a performance of 
dutiful poetry by Eaver. The re- 
cording is poor. For the Chicago 
Orchestra the director provides an 
arrangement that is completely a 
“stock” job. The recording is good, 
but the performance is quite casual. 
A similar remark may be applied 
to the Musical Art disk, after de- 
leting the adjective “good” for the 
recording. There is also a host of 
other recordings by organ players, 
harp, flute, and cello trios, and even 
more mixed quartets, but the dis- 
tance between them and the com- 
poser could hardly be bridged by 
my words. 

No. 2, Will o’* the Wisp. Myrtle Eaver. 
V-22x6i — ^$.50. [*f$$]. 

No. 5, From an Indian Lodge. Rosario 


Bourdon and the Victor Concert Or- 
chestra. 7^-20342 — ^$.50. [*f$$]. 

This little confection is listed, but 
not recommended, only because it 
is the sole recording of the piece. 
No. 6, To a Water Lily. Eaver. V-zzxSx 
—$.50. [^f$$]. The Chicago Or- 
chestra directed by Stock. T-1152 — 

$.75. [**ff$$]. 

There is no distinctive imagination 
in Eaver’s playing, and the record- 
ing is very much routine. Stock’s 
treatment of this aquarelle is more 
tasteful than his job with “To a 
Wild Rose,” which shares the rec- 
ord. 

No. 7, From Uncle Remus. Eaver. V- 
20803 — ^$.50. pf$$]. 

No. 8, A Deserted Farm. Eaver. V-zzibx 
-$.50. [*f$$]. 

There is nothing to be appraised in 
critical terms, musically or repro- 
duqtively, in either of these. 

Witches' Dance. Barth\ r-20396 — $.50. 

Pff$$]. 

The amiable witches of this piece, 
with their jolly rhythms and pretty 
tunes, are genially chaperoned by 
Barth’s deft playing. The recording 
is dull. 
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SONGS 


Long Ago, Sweetheart Mine. Lambert 
Murphy, J^-4017 — $.75. [*f$$]. 
Curiously, all of- the recorded songs 
of MacDowell available in this 
country originated in a benighted 
period when any kind of instrumen- 
tal ensemble was considered superior 
to the piano as accompaniment for a 
song. No doubt the recording com- 
panies considered this an applaud- 
able generosity, but it was certainly 
a misguided one. Murphy^s treatment 
of the song suggests that his “sweet- 
heart” was probably a resident of 
County Cork, though the brogue is 
not required by MacDowell. 

Maid’ Sings Light, A. Murphy, r-4017 — 

$.75. [*f$$]. 

In the manner of the item above, 
the performance is that of a minor 
league McCormack, but more suit- 
able to this material. The string 
quartet and harp are again heard. 

Sea, The. Royd Dadmun, r-4017 — $.75. 


There is not much drama in this 
singing of a dramatic song, but it is 
otherwise efficiently performed. The 
recording has too much bass. 

Swan Bent Low, The. Dadmun, — 

$.75. 

Since the three previous songs are 
included on a single disk with this 
one, there is the virtue of economy, 
at least, in their combined favors. 
The performance here is thoroughly 
capable but again marred by substi- 
tution of an irrelevant accompani- 
ment. 

Thy Beaming Eyes. Laurence Tibhett. V- 

1172— $.75. [**ff$$]. 

Tibbett’s youthful power and vocal 
robustness (c. 1926) are finely per- 
petuated in this disk, which is also 
of first-rate musical quality. How- 
ever, the string ensemble that Victor 
keeps on hand, apparently, for Mac- 
Dowell is again to be heard. 


MAHLER, GUSTAV 


ORCHESTRAL WORKS 


Lied von der Erde, das. Bruno Walter 
conducting the Vienna Philharmonic 
Orchestra vjith Kerstin Thorborg, 
contralto, and Charles Kullmann, 
tenor, C-Set 300 — $7.50. [**fff$$]. 

As WELL as being one of the finest 
actual-performance recordings- in the 
phonograph literature, this set con- 
tains some of the most affecting 
music-making one can find on rec- 
ords. The* largest share of the credit 
is Walter’s, for the work is very 
close to him. Thorborg sings splen- 


didly, and there is also merit in 
Kullmann’s performance when the 
music is within the best compass of 
his voice. It is not always thus ac- 
commodating, and the results then 
are quite strained. However, he ac- 
cords well with the musicianly pur- 
poses of the conductor. Since the re- 
cording was made under concert 
conditions, there are imperfections 
in the reproduction. The balance is 
prevailingly good, and the quality 
of sound very satisfying. 


SYMPHONIES 


No. 1 in D major. Dimitri Mitropoulos 
and the Minneapolis Symphony Or» 
chestra, C-Set 469— $6.50. [**fff$$]. 
For those who are acquainted with 
other recordings of Mitropoulos, this 


will come as an , uncommon example 
of mutual advantage, for the work is 
as flattering to the conductor’s best 
abilities as they are to advantage 
of its patterns. There is an in- 
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vincible surety of procedure in his 
treatment of this score, a warm de- 
votion and inquiring scholarship 
which are equally contributory to the 
end product. The recording is ex- 
cellent. 

No. 2 in C minor: Resurrection. Ormandy 

conducting the Minneapolis Sym-^ 
phony Orchestra, the T^in City 
Chorus, Ann Gallogy, alto, and Co- 
rinne Bofwen, soprano. V-Set 256 — 
$11.50. 

Like other of Mahler’s major works 
now available on records, this is a 
reproduction of an actual perform- 
ance — suggesting that the manufac- 
turers will accept performances of 
Mahler when they are thrust upon 
them but will rarely sponsor them. 
Ormandy is far from the Mahlerian 
that Walter is, and the work is not 
enhanced thereby. However, there is 
plentiful energy in the performance, 
the soloists are competent (but 
hardly more), and the essential char- 
acter of the music is projected. de- 
spite unbalanced recording and fail- 
ure of certain instruments to come 
through at salient points. 

No. 5 in C minor (Adogietto only). 
Walter and the Vienna Philharmonic 
Orchestra. T-12319 — $1. [**ff$$]. 

Mengelherg and the Concertgehouvs 
Orchestra of Amsterdam. D-25011 — 

$.75. Pfff$$]. 

Between the moderately good re- 
cording of Walter’s reserved per- 


formance and the mediocre record- 
ing of Mengelberg’s overflowing 
one, my preference is for the first, 
despite the deeply affecting senti- 
ment that the latter conveys. How- 
ever, it is not always governed by 
sound taste; and this is not music 
that can support overstatement. 

No. 9 in D. alter and the Vienna 
Philharmonic Orchestra. V-Set 726 — 
$10.50. [*fff$$]. 

For those who like to know precisely 
how old their records are, there is 
exact information in this case: for 
this is the reproduction of a concert 
performance on January 16, 1938, a 
date that preceded by only ten days 
a somewhat more important one — 
the invasion of Austria by the Nazis. 
It is not likely that one could hear 
a more eloquent, thoroughgoing, 
and generally penetrating perform- 
ance than this one; but the restate- 
ment of it in the recording leaves 
much to be desired. There are few 
evidences of the audience in the con- 
cert hall, but an irritating buzzer 
can be heard before the beginning 
of virtually each new side, the 
breaks are exceedingly abrupt, and 
the instrumental sound is erratic. 
High violins, for example, are ex- 
ceedingly sharp, low basses practi- 
cally inaudible. However, the music 
is there, for those to whom that is 
the essential consideration. 


SONGS 


Ich atmet einen Lindendaft. Suzanne 
Sten, contralto. (7-17241 — ^$.75. 
[**ff$$]. Charles Kullmann, tenor. 
(7-1303-DB— $.75. [^^*1$$]. 

There is little basis for comparison 
here, as Sten’s singing is consider- 
ably more authentic, she uses the 
German text and a piano accompani- 
ment. Kullmann sings with strained 
tones in English against an orches- 
tral background supplied by Mal- 
colm Sargent. 


Ich bin der Welt abhanden gekommen. 

Thorborg, nmth the Vienna Philhar^ 
monic Orchestra conducted by WaU 
ter. (7-4201 — ^$.75. [**ff$$]. 

This is a companion piece to “Das 
Lied von der Erde” and an equally 
successful effort. Save for the sharp 
break between the two sides, the 
concert-hall conditions of the record- 
ing would not be at all a disadvan- 
tage. Thorborg sings the music 
nobly, with great artistic compre- 
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hension and thorough control. 

Hans und Crete. Sten. (7-17241 — ^$.75. 

One cannot quarrel with Sten’s feel- 


ing for this song, but her tones are 
sometimes too heavy for the mate- 
rial, dulling the effect of her effort. 


MALI PIERO, G. FRANCESCO 


WORKS FOR STRING QUARTET 


Canton alia Madrigalesca. Quartetto di 
Roma, F-12329-30 — $2. [**ff$$]. 
Here is an unexpected combination 
of first-rate performance and worth- 
while material. Its quality does noth- 
ing to explain the neglect of Mali- 
piero by public performers and re- 
cording companies alike. The repro- 
duction of this work is excellent. 

Rispetti e Strambotti. Kreiner Quartet, 
V-Set 397— $3.50. [**f$$]. 


The Kreiners’ conviction of the 
merit in this music is forcefully con- 
veyed by the energy and enthusiasm 
of their playing. There is also first- 
rate musicianship in their treatment 
of the work, but the tone they pro- 
duce is thin, tending to become shrill 
in the upper reaches of the violin. 
The reproduction is clear, carefully 
balanced. 


MANCINELLI, LUIGI 


Scene Veneziane. Tullio Serafin con- 
ducting the Milan Symphony Or- 
chestra, C-7259 — ^$1. [*f$$]. 

Those whose affection for the Met- 
ropolitan Opera House includes a 
recollection of this musician’s name 


as a conductor in the ’nineties may 
care to have this curio, but it is not 
likely to interest others, Serafin’s 
performance is properly spirited, but 
the reproduction has decided limita- 
tions. 


MARCELLO, BENEDETTO 


Adagio in D minor. American Society of 
A ncient Instruments, directed by Ben 
Stad, F-8286— $1. [**ff$$]. Ed^n 
Fischer, piano, ^-1693 — ^$* 75 * 
[**f$$]. 

Music lovers who know the third of 
Bach’s so-called “Vivaldi” concert! 
will find this to be the original slow 
movement. It is from that source 
that Fischer’s performance derives. 
However, I prefer the more authen- 
tic color of the quinton, viols, and 
harpsichord as well as the more con- 
tained musicianship of the group. 


Sonata in F. Rudolf Hindemith, cello, 
and Alice Ehlers, harpsichord, D- 
20078— $.50. [*ff$$]. 

There is plentiful spirit in this per- 
formance, also excellent technical 
discipline. However, the harpsichord 
is a bit faint. 

Sonata in G minor. Josef Smit, viola da 
gamba, and Flora Stad, harpsichord. 
F-1662— $.75. p*ff$$]. 

A FINELY precise, thoroughly musi- 
cal accomplishment. 


MASCAGNI 
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MARTINI, PADRE 


Sonata for Flute, Violin and Piano. Trio 
Moyse. V-Set 597 — $2.50. 

Here is a first-rate phonographic 
mystery. All of the information 
above is carried in the current Vic- 


tor catalogue, but the records have 
never appeared. This information is 
included simply because a prospec- 
tive purchaser might wonder why 
his dealer cannot supply the records. 


MARTINI IL TEDESCO 


Plaisir d'amour. Conrad Thihault, bari- 
tone. — $.75. [**ff$$]. Ninon 

V allin, soprano. jD-25844 — $.75. 

[*ff$$]. Andre Bauge, baritone. < 7 - 
9155 — $!• pff$$]. Beniamino Gigli, 
tenor. F-15348 — $1. [**f$$]. 

This is by far the best-known piece 
of music associated with the name 
of Martini, but it was not written by 
Padre Martini (to whom it is usu- 
ally credited) but by a German mu- 
sician named Schwartzendorf who 
acquired the name of “Martini il 
Tedesco” during his residence in 
France. All of the versions save 


Gigli’s sobby, distended one have 
solid merits. My preference is for 
the cultivated, well-phrased singing 
of Thibault, whose voice is better 
reproduced than either Vallin’s or 
Bauge’s. However, the latter is stip- 
ulated to be an authentic reproduc- 
tion of the original version, with 
harp accompaniment. It is beauti- 
fully sung, though I do not care for 
the timbre of his voice. Vallin’s 
tasteful performance also can be 
endorsed, though here the recording 
is an active intruder upon enjoy- 
ment, as is also the scratchy surface. 


MARTUCCI, GIUSEPPE 


Notturno, G flat major. E.I.A.R. Sym- 
phony Orchestra conducted by Willy 
Ferrer 0 . D- 2 S%SS — $*75- [*ff$]* 
Ferrero projects the line of this 
music feelingly, aided by a capable 


performance by the orchestra. The 
recording is not too bad, and the 
surface is superior to the average of 
Decca records. 


MASCAGNI, PIETRO 


OPERAS 

L'AMICO FRITZ 


Suzel, buon di. Tito Schipa and Mafalda 
Fa^ero, with La Scala Orchestra con- 
ducted by G. Antonicelli. T-15837 — 
$1. P*fff$$]. 

I KNOW of few records which bear 
stronger witness to the excellence of 
Schipa’s art, the distinction of his 
voice at something approaching its 
best Favero is a revelation here, 


singing with fine lustrous tone and 
excellent understanding of the style. 
The recording is first-rate. 
Intermezzo. Lorenzo Molajoli conduct- 
ing the Milan Symphony Orchestra. 
(7-7200 — $1. [*f$$]. 

A THOROUGHLY routine performance, 
without distinction in execution 
or recording. 
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CAVALLERIA 

Complete Versions. Carlos Sabajno con- 
ducting the La Scala Orchestra and 
Chorus, fivith Delia Sanzio {San- 
tuzza), Giovanni Breviario {Tur- 
iddu), and Piero Biasini {Alfio). V- 
Set 98 — $9.50. [*^f$$]. Lorenzo Mo* 
lajoli conducting the La Scala Or- 
chestra and Chorus vnth Giannina 
Arangi-Lomhardi (Santuzza), An- 
tonio Melandri (Turiddu), and 
Gino Lulli {Alfio). C-Set Of. 7 — 
$10.50. [*f$$]. Abridged version. G. 
Cloez conducting an unidentified or- 
chestra, voith Germaine Cernay 
{Santuzza), Gaston Michel etii 

{Turiddu), and Arthur Endreze 
{Alfio). D-25935-40 — ^$4.50. [*f$]. 
None o£ these versions, either the 
complete or the abridged, measures 
up to the requirements for a recom- 
mendation. The singing in all three 
cases is decidedly spotty, with no 
performer who is more than accept- 
able in his role. The only factor of 
positive value is the conducting of 
Sabajno, which is colorful and alert. 
Also, the recording of the Victor 
version is measurably superior to 
Columbia’s. It is these two elements 
which make the former slightly more 
desirable. Decca’s tabloid presenta- 
tion is notable only for the singing 
of Cernay, an experienced and con- 
scientious artist. Otherwise the per- 
formance is uneventful and its re- 
production poor. 

Introduction and Sici liana. Pietro Mas- 
cagni conducting an unidentified or- 
chestra, fwith Jose Riavez as tenor 
soloist. D-25222-3 — $1.50. [*f$$]. 

Sicifiana only. Martinelli. /^-8io9 — 
$1. [*ff$$]. 

Whether a composer-conductor’s 
interpretation of the Cavalleria prel- 
ude is a more eloquent thing than 
merely that of a conductor is too fine 
a point for my ears to determine, but 
there is a curiosity value involved 
that cannot be denied. There is qual- 
ity in Riavez’ s voice, but his style 
is rough, his intonation poor. The 


RUSTICANA 

version by Martinelli includes only 
the Siciliana, powerfully sung, with 
a good amount of the vocal quality 
he once possessed. 

Regina coeli. Emmy Bettendorf, nmth 
orchestra and chorus conducted by 
Eduard Morike. — $.75. 

Pf$]. 

Bettendorf sings this music beauti- 
fully, but the reproduction is a dozen 
years old and decidedly thin. For 
those willing to accept its limitations, 
it is a genuinely interesting item. 

Voi lo sapete. Claudia Muzio. C-9084 
— $1. [*ff$$]. Elisabeth Rethberg. 
D-20Z00 — $.50. [*ff$]. Maria Jer- 
itza. F-1346— $.75. Pf$$]. 

Taking performance and price to- 
gether, the Rethberg version has the 
most attractiveness of the three per- 
formances. However, it is sung in 
German. All of the recordings are 
below contemporary standards, but 
the Jeritza is the poorest of them. 
Considering these things, I would 
recommend the Muzio, which is 
beautifully sung, in the original lan- 
guage, and reasonably well-repro- 
duced. 

Ti qui Santuzza. Dusolina Giannini and 
B. Gigli, <with La Scala Orchestra 
conducted by Carlo Sabajno. F-17697 
-~$i. [**fff$$]. 

Though this recording is by no 
means as recent as its release date 
would indicate, the magnificent ten- 
sion of the two singers is most be- 
lievably reproduced. Giannini drives 
her tones a little unbearably in the 
latter part of the duet, but Gigli is 
splendid throughout. 

Intermezzo. Boston “Pops** Orchestra 
conducted by Arthur Fiedler, V- 
4303 — $.75. [**ff$]. Molajoli and the 
Milan Symphony Orchestra. C-7200 
— $1. [*f$$]. Antonio Guarnteri and 
Milan Symphony. ^-2505 8 — ^$.75. 
[1f$$]. Victor Symphony Orchestra. 
F-20011 — $.50. [*f$$]. 

Fiedler is not only the best of the 
conductors employed in the perform- 
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ances listed above; he also has infi- 
nitely the best collection of players 
and vastly superior recording. There 
is, thus, no alternative. The repro- 
ductions of the other performances 
date back as far as fourteen years 
and are simply outclassed by the 
one recent job. 

Brindisi. Gigltj fwith the Metropolitan 
Opera Chorus and Orchestra di- 
rected by Giulio SettL V-%222 — ^$i. 
P*ff$$]. 

Voice, voice, and still more voice 
are the three prominent elements in 
Gigli’s performance of this excerpt. 
For those who do not object to a 


barrel-organ treatment of the or- 
chestra and chorus, this will be a 
satisfying job. The recording is 
good. 

Addio alia Madre. Enrico Caruso, nmth 
orchestra. F-15732— $i. [*fff$$]. 

By some miracle of acoustical science 
the old vocal element in this record- 
ing has been built up remarkably to 
accord with the timbre of the new 
orchestral accompaniment. There is 
astonishing potency in Caruso’s voice 
throughout and a remarkable B at 
the climax. 


LODOLETTA 


Se Franz dicesse il vero. Galliano 
Masini. C'-9i5i — $1. [**f$$]. 

The ease of Masini’s execution sug- 
gests that virtually no effort is in- 
volved in his performance, and cer- 
tainly not the one of thought. How- 


ever, there is a point at which per- 
formance of even Italian opera can 
be too idiomatic, and it doesn’t take 
Masini long to pass that given 
point. The recording is good enough. 


SONGS 


Serenata. Alessandro Ziliani, tenor » V- 
1763 — $-75- [**ff$$]. 

ZiEiANi’s voice is apt for this ma- 
terial, but he overdrives it, which 
results in sound tight and unlovely. 
Both the orchestra and the recording 
are good. 


Stornelli Morini. Gigli, r-1403 — $.75. 
[**ff$$]. 

One has to look at the label twice 
to believe that this is really Gigli, 
so large is the voice and so robust 
the character of the singing. For 
music of this type, a competent job. 


MASSENET, JULES 


INCIDENTAL MUSIC 

LES ERINNYES 


Prelude; Sc^ne religieuse; Inyocation; 
Entr'acte; Danse grecque; La Troyanne 
regrettant sa patrie; Finale). Orchestra 
of the Association Symphonique, 
Paris, conducted by Francis Casa- 
desus. jD-20095-99 — ^$2.50. [*f$$]. 
Both Leconte de Lisle’s drama and 
the music Massenet wrote for it 
would doubtless have been forgotten 
by now had not one of its sections 
possessed a maudlin expressiveness 
of which the shrewd Massenet wgs 


not unaware. This was the Invoca- 
tion, which he revised, rearranged 
(for voice, piano, and cello), and re- 
titled — “^legie.” Those who yearn 
for it in the Ur-text will find it in 
this group of pieces, but the set is 
not recommended to others. The 
conducting is mediocre, the repro- 
duction poor. The more familiar 
versions of the “J^legie” will be 
found under the listing of Songs, 
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OPERAS 

LE CID 


0 noble lame etincelonte. Georges Thill. 
C-9124— $1. 

The singer’s voice is here heard at 
its brilliant best, in a powerful, well- 
balanced recording. 

Ah! tout est bien fini. Thill. (7-9124 — ^$1. 

This is the companion of the side 


above and shows quite as conclu- 
sively that Thill demonstrated vir- 
tually none of his true capacities 
when serving a terra at the Metro- 
politan of Gatti’s day. He handles 
his B fiats and A’s with secure free- 
dom. 


HfRODlADE 


li est doux. Ninon V allin. — 

$.75. [*fff$$]. Maria Jeritza. F-6604 

—$1. [^*f$$]. 

Tallin’s style, her beautiful French, 
and her dramatic sense are united 
by a vocal quality that is ideally 
suited to this air. Despite the poor- 
ish recording, it is decidedly a better 
value than Jeritza’s forced, unlovely 
treatment. 

Vision fugitive. John Charles Thomas. 
F-‘i6^g — $.75. [^^fff$]. Mario Bast- 
ola. C-70093 — $1. [^'*ff$$]. Nelson 
Eddy. U-70349 — $1. p^f$$$]. Arthur 
Endreze. D-25880 — $.75. [*f$$]. 
There is an extra-thread of gold in 
Thomas’s de luxe voice that compels 
a recommendation despite the all- 
round capability of Basiola’s per- 
formance. However, the orchestra 
behind Thomas is small and indiffer- 
ently directed. Eddy, too, has a stun- 
ning voice to offer in this music, but 
his style is amateurish, his French 


not even up to the Berlitz standards. 
However, it is a good recording job 
and the orchestra is sizable. There 
are no distinctions in the Endreze 
voice or art to offset poor reproduc- 
tion of them. 

Cen est fait. John Charles Thomas, 
njoith orchestra directed by Frank 
Tours. /^-i 5859— •$!. p^fff$$]. 

The variable Thomas is heard here 
in a mood of rapt dramatic concen- 
tration and sensitive obedience to 
the sense of the music. Taken to- 
gether with the fine reproduction of 
the orchestra, the elements are all 
admirable. 

Ballet Music. G. Cloh conducting the 
Grand Symphony Orchestra of Paris. 
D-25 3 54-201 1 1— $1.25. [*'^f$$$]. 
Mediocrity has been dutifully pre- 
served by wax and graphite in these 
two disks, alike in conducting, play- 
ing, and recording. The buyer 
should consider himself warned. 


LE JONGLEUR DE NOTRE DAME 


Legende de la sauge. Marcel Journet. F- 
67S5—$i. [*ff$$]. 

It is well to have an example on 
records of this fine old veteran’s art- 
istry, even though it is merely a sug- 
gestion of his ability at its best 
rather than a factual evidence of it. 
However, there is fine style in the 
singing and a good deal of emo- 
tion. The recording is more than a 
dozen years old and clearly indica- 
tive of the fact 


Le Miracle. George Cloez conducting a 
chorus, orchestra^ and Charles 
Friant, tenor, Eager Bourdin, bari- 
tone, and Pierre DufrS, bass. D- 
20585-7 — ^$2.25. [**ff$]. 

Capable singing and surprisingly 
good recording are combined on 
these disks, which comprise an un- 
expectedly worth-while value. 
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MANON 


"Complete" Version. Elie Cohen conduct 
ing the Opera-Comique Orchestra 
and Chorus ^th Germaine Feraldy 
(Manon), Joseph Rogatche^sky 
(Chevalier des Grieux), G. Villier 
(Lescaut), and Louis Guenot (Comte 
des Grieux). C-Set Op. lo — ^$19. 

This is one of the best of the com- 
plete recorded operas, not only be- 
cause of Cohen’s incisive, well-con- 
trolled conducting and the all-round 
capacity of the singers, but also be- 
cause it is an authentic example of 
the tradition to which Manon was a 
contribution. In particular, the sec- 
tions of spoken text are admirably 
delivered, as a believable part of the 
drama. Rogatchewsky is as fine a 
Des Grieux as this generation has 
heard, with a thoroughly good style 
and a voice with a fine, free top. 
Feraldy is also an artist of distinc- 
tion, with the kind of voice that 
sounds as though its owner might be 
pretty. All the small parts are ex- 
cellejitly taken, and the recording is 
efficient, of the studio type. 

Overture. G. Cloez conducting the 
Grand Symphony Orchestra of Paris. 
D-20 o 88~-$.50. [**ff$$]. 

An energetic job, reproduced with 
plenty of volume though no remark- 
able quality. 

Je suis encore tout etourdie. Ninon Vah 
lin, with orchestra' conducted by G. 
Cloez. D-20581 — ^$.50. [*ff$$]. 

To JUDGE from her singing of this 
and the other excerpts below, Vallin 
is one of the greatest of Manons — a 
supposition which, unfortunately, 
has no substantiation in the records 
of the Metropolitan. The recording 
is fair. 

Voyons, Manon. Vallin^ with orchestra 
directed by Cloez. D-20580 — ^$.50. 
Pfff$$]. 

There is an occasional unpleasant 
shrillness in Vallin’s singing of this 
air, but its emotion is beautifully 
projected. 


Adieu, notre petite table. Lucrezia Boru 
^-14616— $1. [*fff$$]. Vallin. D- 
20580— $.50, [^ff$]. 

That Bori’s performance wrings a 
recommendation from me is indeed 
a tribute to its dramajtic power and 
vocal mastery, for the orchestra is 
pitifully small and the reproduction 
possessed of little sonority. Vallin’s 
singing is in her customary vein, 
but it must defer to the special 
effectiveness of Bori in this scene. 

Le reve. Jussi Bjoerling, with orchestra 
conducted by Nils Grevillius. V- 
12635 — $!• [**fff$$]. Richard 

Crooks. F-8421— $1. [’^’^ff$$]. Tim 
Rossi. C'-4i 85 — ^$.75. [**ff$$]. 

Schipa. r-1183— $.75. [*fff$$]. 

Gigli. F-1656— $.75. [^^ff$$]. Ro- 
land Hayes. C- 17176 — $.75. ,[**f$$]. 
Edmond Clement. V-6062 — ^$1. 
[*fff$$]. 

Of the three versions in the original 
French, with orchestra, that by 
Bjoerling is the best summation of 
the scene as Massenet conceived it. 
Crooks sings well but without the 
thread of gold in his voice that 
Bjoerling’s contains. Rossi’s ac- 
complishment is impressive for a 
singer of his type, but the results 
are still too close to crooning for 
my taste. Of the two Italian ver- 
sions, Schipa’s is incomparably su- 
perior to Gigli’s and indeed is the 
best vocalization, as vocalization, of 
all the contemporary recordings. 
Gigli’s sob is, apparently, with him 
in dreams as in waking, while Hayes 
now commands but a thin edge of 
his once fine voice. For connoisseurs 
of virtuoso singing, the Clement 
record may be earnestly commended, 
though it is three decades old, feebly 
reproduced with a scratch as loud 
as voice and piano combined. 

Gavotte (Obeissons quand leur voix 
appelle). Bori. V-1S4.6 — $.75. [*f$$]. 
Vallin. jD-20581 — $.50. [*f$]. 
Vallin’s voice is a bit heavy for 
this music, wherefore the preference 
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for the Bori performance, though 
she is not always able to do what 
she wants to with her voice in this 
recording. Moreover, the orchestra 
is spiritless and undersized, so that 
the recommendation is definitely one 
with reservations. 

Ah! fuyez, douce image. Crooks. V~ 
15543 — ^$1. [**ff$$]. Schtpa. F-8422 
— $1, [*fff$]. 

It is a poor rule that cannot with- 
stand an abrogation now and then, 
and my preference for performances 
in the original text must be aban- 


doned in this case to acknowledge 
the dramatic power and vocal thrust 
of Schipa’s Italian version of this 
air. Crooks sings with a good deal 
of persuasiveness, but he has not 
the temperament and art to match 
Schipa’s, 

Ballet Music. G. Cloez conducting tke 
Operate omigue Orchestra. D-25401 

-$.75. [^*ff$$]. 

This is crisp, workmanlike perform- 
ance, with a better than average 
distinction of solo instruments for 
Decca records of this type. 


DON QUICHOTTE 


Mort de Don Quichotte. Feodor Chalia- 
pin and Olive Kline. T-6693 — $1. 
[**ff$$]. 

The noble art of Chaliapin may be 
heard here at its best, despite the 
silly French “enunciS:ion” of the 
singer. However, the imagination 
and creative power of the artist are 
remarkably preserved by the re- 
cording, which is vivid despite its 
age of more than a dozen years. 


Chaliapin supplies the voices of 
both Quichotte and Sancho Panza, 
with Kline interpolating the brief 
section for Dulcinea. 

Interlude (Act III). G. Cloez conduct- 
ing the Paris Philharmonic Or- 
chestra. D-20583 — ^$.50. [*f$$]. 
There is only faint virtue in this 
disk, which is noted merely because 
it exists. 


LE ROI DE LAHORE 

Promesse de mon avenir. Mario Basiola. is sensitively applied to this air, 

(7-70093 — ^$1. [**ff$$]. with properly stylistic results. Also, 

The good sound of Basiola’s voice it is well-reproduced. 


THAIS 

Dis-moi que je suis belle (Air du miroir). 
Helen Jepson. P'- 1415 3 — $1. [♦*ff$$]. 
Jepson’s singing here possesses a 
good deal more of the dramatic 
force and animation which her voice 
can absorb than it usually does. She 
thus accomplishes a spirited, fluent 
performance of the aria, as the 
bright recording testifies. 

Meditation. Boston ‘^Pops“ Orchestra 
directed hy Arthur Fiedler ^ vnth 
Robert Gukderson, solo violinist. V- 
11887 — ^$1. [*^ff$$]. Philharmonic 

Orchestra of Paris conducted hy 
Henri Defosse, vjith Henri Merckel, 
solo violinist. D- 2 SS 23 — $- 75 * [*fff$$]. 

Fritz Kreisler, violin, vnth piano. 
r-6844 — $1* [*ff$$]. Mischa Elman, 


violin, voith piano. P-7392 — $1. 
[**ff$$]. 

Fiedler and Gunderson make the 
most satisfactory sound out of this 
episode, though the former’s con- 
ducting is more than a little casual. 
As pure fiddling, Merckel’s per- 
formance is amazing for its finesse, 
but the recording has little volume, 
the surface a great deal. Both vir- 
tuoso violinists impose their own 
styles on the treatment of the music 
as a solo piece, and my preference 
is for Kreisler’s, though the Elman 
is a more recent recording. Those 
who want the organ or “grand 
organ” versions will find them in 
the catalogues. 
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Scene de I'oasis. G, Cloez conducting 
an orchestra with Emma Luart, so- 
prano and Roger Bourdtn, baritone, 
£>-25878-9— $1.50. [*ff$$]. 

The recording is dry and unen- 
hancing, but the two singers are 
capable and the conductor has an 
admirable feeling for the style. 


Mort de Thais. Mary Lewis, soprano, 
F-6578— $1. [**f$$]. 

There is pleasant enough quality in 
Lewis’s pretty voice but little sug- 
gestion of tragedy in her treatment 
of the scene. 


WERTHER 


Un autre est son epoux. Sydney Rayner, 
tenor. jD-29001 — ^$1, [*f$$$]. 

I AM NOT beguiled by Rayner’s 
strained singing nor by the thick 
reproduction of it. 

Air des lettres. Vallin, jD-25846 — $.75. 

[^^ff$$]. 

Fortunately the recording here is 
distinctly above the Decca average, 
for Vallin’s singing is wonderfully 
animated and interesting. 

Air des larmes. Vallin. jD-20582 — ^$.50. 
[^f$$]. 

The orchestra does not give Vallin 
the support she deserves, but her 


portion of the score is beautifully 
colored. 

Priere. ValUn.. D~20S%2 — ^$.50. [*ff$$]. 
See entry above. 

Ah! non mi ridestar. Tito Schipa, V- 
8422— $1. [**fff$$]. 

Schipa’s penchant for singing 
French operatic airs in Italian is 
deplorable, but there can only be 
praise for his masterful technic and 
impassioned dramatic sense. Since 
this is coupled with his stunning 
performance of “Ah! fuyez, douce 
image,” the attractiveness of the 
disk is apparent. 


ORCHESTRAL WORKS 

PHIDRE* 


Overture. Alfred Hertz conducting the 
San Francisco Orchestra. ^’-71 54 — 
$1. [*ff$$]. Godfroy Andolfi con- 
ducting the Grand Orchestre Sym-’ 
phonique. C- 6 sZ 9 S — ^$1* [**f$$]. 
Between ‘ the vigorous conducting of 


Hertz and the better recording of 
the less imposing performance under 
Andolfi, I prefer the latter, though 
the margin between them is hardly 
large enough to provide material 
for argument. 


SCINES ALSACIENNES 


No. 3 , Sous les tilleuls. G. Cloez con- 
ducting the Grand Philharmonic 
Orchestra of Paris, D-25500 — ^$.75. 

[^f$$]. 

The Grand Philharmonic has a 
hard time making itself heard above 
the surface scratch on this disk, but 
the cello soloist is capable. 


No. 4 , Dimanche soir. As above. D- 
25500— $.75. [*f$$]. 

The orchestra sounds no better on 
Sunday evening than it did under 
the lindens, and the surface is just 
as bad. 


SCINES PITTORESQUES 


No. 3 , Angelas. Charles O'Connell 
directing the Victor Symphony Or- 
chestra. ^-36376 — $.75. [***ff$$]. 

Charles O'Connell, pipe organist. 

Whether or not O’Connell is a 
Massenet specialist I could not say. 


but of his two interpretations of this 
sonorous horror I prefer the one 
with orchestra, largely because it is 
an extemely good recording job. 
The cinema temples of one’s youth 
are recalled by the organing, a 
memory best forgotten. 
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No. 4, Fete boheme. Richard Crean unknown to me; dispenses this por- 

conductinff the London Palladium ridge competently. The recording is 

Orchestra. F-36392 — ^$,75. [**ff$$]. good. 

Conductor Crean, who is otherwise 

SONGS 


ilegie. Rosa Ponselle, soprano. F-6S99 
— $1. Chaliapin. F-14902 — 

$1. [^f$$]. Enrico Caruso ^ tenor ^ and 
Mischa Elman, (violin. V-^ooy — $1. 
[*ff$$$]. 

Ponselle’s voice was still its re- 
markable self when* this recording 
was made, and despite the age of 
the disk (fifteen years at least) it 
is worth owning. On the other hand 
the newer Chaliapin reproduction is 
also much distorted and exaggerated 
by his peculiar sense of phrasing. 
The duet disk is one of those mar- 
velous blendings of consonances that 


remind us how well a violin and a 
voice can sound, but this is to be 
perceived in spite of the recording, 
which is bad even for its remote 
period. 

^legie. Green Brothers. F-36107 — ^$.75. 

This fruity atrocity is cited only for 
its value as a test of your musical 
friends. If they survive more than 
four measures, cross them off your 
list. It is possible that there might 
be the fascination of loathing in 
this performance by chimes, vibra- 
harp, and marimba, however. 


McDonald, harl 


CONCERTO 


For Two Pianos. Jeanne Behrend and 
Alexander Kelberine, ^imth the 
Philadelphia Orchestra under the 
direction of Leopold Stoko^ivski. V- 
Set 557— $3;50. [*'^ff$$]. 

Through his situation as court com- 
poser to the Philadelphia Orchestra 
(and, incidentally, its business man- 
ager in recent seasons) McDonald’s 
music has enjoyed a quantity of re- 


cording that certainly would be 
smaller were the consideration merit 
alone. Here his quasi-Rachmaninoff 
patterns are competently cared for 
by the pianists Behrend and ICel- 
berine, with some very welcome 
animajtion provided by the conduct- 
ing of Stokowski. The playing 
throughout is first-rate, and the re- 
cording is excellent. 


ORCHESTRAL WORKS 

SYMPHONIES 


No. 1, The Santa Fe Trail. Eugene 
Ormandy conducting the Phila- 
delphia Orchestra. V-Set 754 — $3.50, 
P*ff$$]. 

In its pictorial delineation the music 
fulfills faithfully the implications of 
the title — all but that part which 
terms this collection of chromos a 
^'symphony.” Ormandy conducts the 
work with persistent concern for de- 
tail, and the orchestra plays it 
superbly. Note as an especial ex- 


ample of recording craft the stun- 
ning climax in the final movement. 

No. 2, Rhumba (Rhumba movement 
only), Stokowski conducting the 
Philadelphia Orchestra. ^-8919 — $1. 
[**ff$$]. 

There is some sonorous writing for 
the orchestra in this movement, and 
Stokowski enhances it mightily by 
his treatment. Otherwise it is of 
small consequence. 
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MISCELLANEOUS 


Festival of the Workers (Donee). Stokow- 
ski conducting the Philadelphia Or- 
chestra. F-8919 — $1. 

This is a companion side to the 
item above and has similar virtues 
of performance and recording- In 
fact, it is even louder. 

San Juan Capistrano. Serge Koussemtsiky 
conducting the Boston Symphony 
Orchestra. ^-17329 — ^$1. [**ff$$]. 
Koussevitzky’s skill as a colorist is 


challenged but not vanquished by 
these “Two Evening Pictures.” Both 
sides (“The Mission” and “Fiesta”) 
are very well-played and -recorded. 

Two Hebraic Poems. Ormandy and the 
Philadelphia Orchestra. F-14903 — 
$1. [**ff$$]. 

This recording is somewhat shrill 
in its upper frequencies, but its 
effect on the music is not conse- 
quential. 


MEHUL ETIENNE HENRI 


Romance du Bard. Andre BaugL C- 
9i55~$i. P*ff$$]; 

The splendid equipment of this fine 
singer, his fluid voice and remark- 
able artistry are finely projected in 
this aria from Ariodant. Fortunately 


the recording is equal to the needs 
of the performance. 

Vainemont; Pharaon, dans so Reconnais- 
sance. Thill. (7-4126 — ^$.75. [**f$$]. 
A FINELY* stylistic effort, but not too 
strongly reproduced. 


MENDELSSOHN, FELIX 


CONCERTOS 

PIAWAND ORCHESTRA 


No. 1 in G minon Ania Dorfmann and 
the London SymphonyiOrchestra con- 
ducted by Walter Goehr. C-Set''K.x2/\. 
— $2.50. [**fff$$]. Sanromd and the 
Boston *^Pops*' Orchestra directed by 
Fiedler. V-Set 780 — $3.50. [***ff$$]. 
Dorfmann and Goehr accomplish 
an extremely congenial reading of 

VIOLIN AND 

In E minor, opus 64 . Joseph S%ijgeti and 
the London Philharmonic Orchestra 
conducted by Beecham. C-Set 190 — 
$4.50. [**fff$$]. Yehudi Menuhin 
and the Orchestre des Concerts 
Colonne* conducted by Enesco'. V-Set 
531— -$4. [^**ff$$]. Fritz Kreisler 
and the London Philharmonic Or- 
chestra conducted by Sir Landon 
Ronald. V-Set 277 — $3.50.. [*ff$$]. 
There is a sound reason* for ap- 
proving any one of these three re- 


this work, one in which there is an 
abundance of spirit and well- 
disciplined execution, though no at- 
tempt to inflate the score beyond its 
proper dimensions. The alternative 
version is flashy in its superficial 
way, with little suggestion of the 
composer’s personality. 

ORCHESTRA 

cordings and just as sound reason 
for rejecting all of them. A combina- 
tion of Szigeti’s style, Menuhin’s 
vigor, and Kreisler’s tone would 
give one* an ideal performance, 
blended’ with Enesco’s fire and 
Beecham’s suavity' in the treatment 
of' the orchestra — but such a com- 
posite is not yet available to the 
montage-\ts% phonograph. Setting all 
the virtues and the deficiencies 
against one another, the one un- 
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diminishable quality that survives 
is the superb elan and sophistication 
(in the best sense of that term) of 
Szigeti’s conception. Its manifold 
subtleties offer the prospect of longer 
continuing interest than either of 
the others, and the conducting by 
Beecham is a splendid counterpart 
of the soloist’s feeling about the 
work. As recording, it is midway 
between that of its two competitors 
— ^better than the Kreisler but con- 
siderably inferior to the Menuhin. 
In the latter the personality of the 
soloist is surprisingly often over- 
shadowed by the potency and drive 
of Enesco’s conducting. From a 
fiddling standpoint, Menuhin does a 
masterful job, with a better con- 
sistency of tone than one is accus- 


tomed to hear on his records. How- 
ever, it lacks the maturity and finish 
of the Szigeti interpretation. Though 
the Kreisler version cannot be 
classed with either of the foregoing 
as a recording or merely as a pro- 
jection of Mendelssohn’s patterns, it 
has an atmosphere and personality 
of its own. The emphasis here is 
on the solo instrument, which sings 
out with glorious evocativeness at 
many points. But much of the tech- 
nical detail is labored, and there are 
numerous accentuations and em- 
phasis whose validity does not go 
beyond the personality of the per- 
former. Ronald follows Kreisler’s 
lead dutifully, and the recording is 
restricted by impinging studio walls. 


INCIDENTAL MUSIC 

ATHALIE 


War March of the Priests. Willem 
Mengelherg and' the Ne^w York PhiU 
karmonic-Symphony Orchestra. F- 
7104—$!. Pf$$]. 

Though this is a ceremonial exer- 
cise that Mengelberg played with 


pompous effect on numerous oc- 
casions, this recording of it is 
singularly disappointing. The or- 
chestra is poorly located in relation 
to the microphone, and the pacing of 
the march is mysteriously fast. 


A MIDSUMMER NIGHTS DREAM 


Overture. Arthur Fiedler and the Bos- 
ton "Pops^* Orchestra. F-11919 — $1. 
[**f$$]. Alfred Hertz and the San 
Francisco Orchestra. V-6Sj$-6 — ^$ 2 . 
[*f$$$]. 

Neither of these is, in my estima- 
tion, the performance this amazing 
work deserves. The Fiedler disk is 
much more recent and a decidedly 
better recording, but it has neither 
the fantasy nor the sheer musical 
insight the music requires. Unfortu- 
nately, as well as being poorly re- 
corded, the Hertz performance is 
hobbled by a dependence on routine 
rather than insight. This being so, 
my preference is based on me- 
chanical rather than musical virtues. 
(The Hertz disks, though high- 
priced, also include the Scherzo on 
the fourth side.) 


Scherzo. T oscanini and the Philhar- 
monic-Symphony Orchestra. T-7080 
— $1. [*fff$$]. Artur Bodanzky con- 
ducting an unidentified orchestra. 
D-zsszz — $.75* [*ff$$]* Orchestra 

of the Concerts Colonne, conducted 
hy Gabriel Pierni, — ^$.75. 

[*f$$]. Alfred Hertz and the San 
Francisco Orchestra. F-6676 — ^$1. 

[*f$$]. 

One could hardly find a major 
repertory work of which the re- 
corded examples are as uniformly 
inferior as this. However, the Tos- 
canini interpretation is a musical 
marvel, even though the reproduc- 
tion is thinnish. There is not much to 
be said for any of the others, though 
the Bodanzky performance is not 
quite so bad as the Pierni, while the 
Hertz version is almost inaudible. 
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Nocturne. Beecham and the London 
Philharmonic Orchestra, ( 7 - 68888 — 
$1. Adrian Boult and the 

BBC Orchestra, ^-4312 — ^$.75. 

Hertz and the San Francisco 
Orchestra, F-6677 — $1. [^f$$$]. Or- 
chestra of the Concerts Colonne, con- 
ducted hy Pierne, D-253 99-400— 
$1.50. [^f$$]. 

Beecham^s taste and musical feel- 
ing are admirably complementary to 
this work, which rarely receives 
treatment so considerate. It is also 
very well-recorded. Boult has good 
feeling for the music, but the horns 
in the orchestra are less reliable 
than Beecham’s. Hertz is sadly em- 
barrassed by poor recording, while 
Pierne has neither the man power 
nor the mechanical aid he requires. 

Wedding March. Beecham and the Lon- 


don Philharmonic Orchestra, C- 
68888 — ^$1. Fiedler and the 

Boston ^^Pops^* Orchestra, V-n.^20 — 
$1. [**f$$]. Hertz and the San 
Francisco Orchestra. 7-6678—$!. 
[*f$$$]. C, MacLean, organ. C-361 

—$.75. P*f$$]. 

There is no competition among the 
recordings of Fiedler and Hertz for 
Beecham’s, because the latter has 
much more energy and festive spirit 
than either of the others. The Fiedler 
performance, though well-recorded, 
is remarkably fast, with no more 
than ordinary attention to niceties 
of tone and dynamics. The Hert?: 
performance is disqualified by the 
poor reproduction. MacLean’s organ 
performance is eminently loud, 
almost burly, and it is forcefully 
recorded. 


ORATORIOS 

ELIJAH 


No. 4 , If With All Your Hearts. Webster 

Booth, tenor, vjith Warwick Braith- 
waite conducting, 7-12609 — ^$1. 
£**ff$$]. 

Booth’s voice is not produced so 
effectively as it might be, but its 
timbre is good, and he has a sound 
feeling for the style. The recording 
is good. 

No. 1 , Angels' Chorus. Irmler Choir and 
Chorus, D-25829 — ^$.75. [*ff$$]. 
This well-trained choir does its 
chore conscientiously, but the indif- 
ferent recording is not enhanced by 
the poor surfaces. 

No. 14 , Lord God of Abraham. Horace 
Stevens, baritone, and orchestra, D- 
25852— $.75. [*ff$$]. 

Stevens is an able singer, and he is 
sensitive to the style in this music. 
The recording is passable. 

No. 21 , Hear Ye, Israel. Lucy Marsh. 
7 - 9 I 04 —$i. [^f$$]. 

The remarkable Miss Marsh, whose 
public career aside from records is 
almost untraceable, is heavily en- 
gaged by the requirements of this 


air. Her clear, clean voice is shrill 
at the top, and her sense of style is 
dutiful rather than lively. The or- 
chestra is small, the recording poor. 

No. 26 , It Is Enough. Horace Stevens, 
vnth orchestra. D-25852 — $.75. 

L*mi 

See comment under Ho. 14., above. 

No. 29 , He, Watching over Israel. Mor- 
mon Tabernacle Chorus and Organ, 
voitk Anthony C. Lind conducting. 
7-35829— $.75. [*f$$]. 

There is little more than sheer mass 
to commend this singing, for the 
block effects of the choir are accen- 
tuated by the reverberant recording 
made in the Salt Lake City Taber- 
nacle. There are few artistic 
qualities in the performance. 

No. 31 , Oh Rest in the Lord. Margareie 
Matzenauer. F-6555 — ^$1. [*ff$$]. 
Ruth Car hart, 7-24537 — ^$.50, [*f$$]. 
Matzen Auer’s superb art, her ma- 
jestic style and resplendent voice 
are not wholly obscured by the anti- 
quated recording. It is still a per- 
formance full of savor and under- 
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standing. The alternative is feeble 
indeed, for it ofEers only a part of 
the air, sung in a sleepy “educa- 
tional” manner, with a back-parlor 
piano accompaniment. 

No. 39, Then Shall the Righteous Shine 
Forth. Webster Booth •with orchestra 


conducted by W ar^mick Braithwaite, 
/^-i26o9— $ 1 . [^^ff$$]. 

The singer’s free voice and excellent 
enunciation of the text are both 
items of credit in his understanding 
performance. 


ST. PAUL 


No. 13, But the Lord. Ernestine Schu» 
mann-Heink, F-7388 — ^$1. [*fff$$]. 
Hooty as the vocal ■ quality is here, 
this is a magnificent testimonial to 
the art, wisdom, and compassion of 
this great spirit. And despite the 
vagueness of certain tones, there is 
still great beauty in the voice. The 
recording, however, is definitely 
dated (0.1928). 


No. 22, 0 Great Is the Depth. BBC 

Chorus conducted by Leslie Wood- 
gate, C-7343— -$1, [**f$$]. 

One almost suspects a meal of roast 
beef and Yorkshire pudding has 
preceded the recording of this 
chorus, so robust is the singing. 
However, it is also a bit unyielding, 
rather more churchy than necessary. 
The reproduction is good. 


ORCHESTRAL WORKS 

OVERTURES 


Fingal's Cave (Hebrides). Beecham and 
the London Philharmonic Orchestra, 
C-69400 — $1. [*^ff$$]. Adrian Boult 
and the BBC Orchestra, F-11886 — 
$1. [**f$$J. Artur Bod*anzky and an 
unidentified orchestra, D-25791-2— 
$1.50. [*f$$$]. 

Despite a tendency to over-refine- 
ment, there is more imaginative 
thrust and poetic sensitivity in 
Beecham’s performance than in 
either of the competitive versions. 
Boult’s is definitely stolid and not so 
well recorded, whereas the Bodan- 
zky performance is both over- 
dramatized and under-recorded as 
well as being excessively expensive 
for the value it offers. 

Meerestille und gliickliche Fahrt. Leo 
Blech conducting- the London Sym- 
phony Orchestra, ^-11452-3 — ^$2. 

[*ff$$]. 

Straightforward musicianship, de- 


voted care for detail are the dis- 
tinguishing characteristics of this 
performance. There is also a well- 
planned range of detail, capably ex- 
posed by the skillful playing of the 
orchestra. The recording is unvital. 
Two additional Mendelssohn items 
on the fourth side balance the high 
price. 

Midsummer Night's Dream. 

See Incidental Music, p. 240. 

Ruy Bias. Beecham and the London 
Philharmonic Orchestra, ( 7 - 70352 — 
$1. [**ff$$] Adrian Boult and 

the BBC Orchestra, V-117^1 — ^$ 1 . 
[**f$$]. 

It is no indictment of Boult’s ener- 
getic, musicianly performance to say 
that it is inferior to the vivid, bril- 
liantly articulated effort directed by 
Beecham. There is also a good deal 
more suavity in the playing (and re- 
cording) of the London Philharmonic. 


SYMPHONIES 


No. 3 in A minor ("Scotch"). Jose Iturbi 
and the Rochester Philharmonic 
Orchestra, V-Set 699 — ^$4.50. j[**ff$$], 
W eingartner and the London Phil- 
harmonic Orchestra, C-Set 126 — 
$4.50. [*ff$$]. 


The performance under Iturbi is not 
distinguishably inferior to Wein- 
gartner’s, and that is high praise; 
for the latter’s treatment of this 
work is a model of spirit and anima- 
tion. However, the advantage in re- 
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cording is all on Iturbi’s side, and 
thus the preference too. 

No. 4 in A ("Italian"). Koussevitzky 
and the Boston Symphony Orchestra. 
V-Set 294 — ^$3.50. [**ff$$]. Ettore 
Panizza and members of the La 
Scala Orchestra, V~Set G8 — $3.25. 

Hamilton Harty and the 
Halle Orchestra. C~Set 167 — ^$3.50. 

It is regrettable that Panizza re- 
quires one more record for his per- 
formance than either Koussevitzky 
or Harty, for at the lower unit price 
one would be inclined to evaluate 
his forceful conducting as a dis- 
tinct bargain, especially as the per- 
formance is very competently re- 
corded. Since the issue comes down 
to an equality of price among the 
three recordings, there can be little 

ORGAN 

Sonata No. 6 in D minor, opus 65 . 

Edouard Mignan, JD-20639 — $.50. 
[*f$$]. Edouard Commette. (^-402 — 

$.75. 

Both of these performances are in- 
complete, for the two-sided Mignan 

QUARTETS f 

In E flat, opus 12 . Budapest String 
Quartet. V-Set 307 — $3.50. [**ff$$]. 
Suavity and finesse are the domi- 
nant qualities of this performance, 
but it is not lacking in energy or 
emotional force. The characteristic 
tone of the ensemble is admirably 
reproduced. 

Canzonetta only. Glazounoff Quartet. 
■D-2S793— $.75. 

There are no conspicuous virtues 
in the performance, and the record- 
ing is distressingly bad. 

In D, opus 44 , No. 1 . Stradtvarius 
Quartet. C-Set 304 — $3.50. [*ff$$]. 
The playing by the Stradivarius en- 
semble is spirited, but there is little 
quality in the reproduced sounds. 
Double Quartet ("Octet"), opus 20 
(Scherzo on\y) . Minneapolis Orchestra 
directed by Dimitri Mitropoulos. £ 7 - . 


question that the Koussevitzky offers 
the better all-round value when 
conception, virtuosity of the or- 
chestra, and reproduction are con- 
sidered together. For those who 
have an interest in the abilities of 
Panizza, this is the best recorded 
evidence of them. 

No. 5 in D ("Reformation"). Howard 
Barlow and the CBS Orchestra. C- 
Set 391— $4.50. [*ff$$]. 

The impressive musical qualities of 
this work are suggested but not 
wholly delineated by Barlow’s per- 
formance. It is effortful and musical 
but hardly offers the possessive 
energy that the score can absorb. 
The recording has a good deal of 
definition, but the essential quality 
is shallow, and the balance of the 
orchestral choirs is poor. 

WORKS 

treatment covers only parts of move- 
ments I, 2, and 3, whereas the Com- 
mette single side is concerned only 
with the andante. In both cases the 
reproduction is poor. 

OR STRINGS 

11239— $1. Boston "Pops" 

Orchestra directed by Arthur 
Fiedler. ^-11947 — ^$1. [**f$$]. 

It is a sizable absurdity that only 
a single movement from this cele- 
brated work is available on records, 
and that not in its original form but 
in an amplification for the string 
section of a symphony orchestra. 
Moreover both conductors are more 
enticed by the prospects of virtuoso 
display that this scherzo offers to 
their string sections than they are 
concerned with doing justice to its 
musical possibilities. The conse- 
quence is that the performance will 
be acquired as an incidental item to 
Mitropoulos’s playing of the “Clas- 
sical” symphony of Prokofiev, or as 
a disk-mate to the “Military” 
polonaise of Chopin by Fiedler. 
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SONGS 


Auf Fliigeln des Gesanges. Suzanne Sten, 
contralto. C-17264 — $.75. [**££$$]. 

Lotte Lehmann, soprano, nmth or- 
chestra. D-25806 — ^$.75. [*£$$]. 

Heifetz, violin. F-6848 — $i. [**££$$]. 
Charles 0 ^ Connell conductings the 
Victor Symphony Orchestra, i^-36376 
—$.75. [***£$$]. 

There is no competition for the ver- 
sion by Sten, for all the others are 
modifications of the composer’s in- 
tention. She is a capable singer and 
resourceful musician, though not so 
consistent as one would prefer. The 
salon orchestra that accompanies 
Lehmann is no enhancement of her 
performance, especially as the re- 
cording of both factors is poor. 
Heifetz’s fiddling talent is heard at 
its virtuoso best in the familiar 
transcription, whereas the excellent 
strings of the ‘‘Victor Symphony” 
(substantially those of the Phila- 
delphia Orchestra) limn the melody 
brilliantly in a recording of excep- 
tional richness. 

Ave Mono ("Lorelei"). Berlin Philhar- 
monic Choir, vnth Ursula van 
Diemen, soprano. /^-ii884 — 

[**fff$$]. 

Though this excerpt from Men- 
delssohn’s unfinished opera is not 
truly a song, it is not unreasonable 
to list it in this category. There is 
really noteworthy quality in the 
singing of the choir, and Van Die- 
men is a vocalist whose abilities 
should be much more widely known. 
Unfortunately this is one of the few 
performances by her that are avail- 
able in a domestic catalogue. The 
recording is good. 

Gruss. Lotte Lehmann, voith orchestra. 
D-20286--$.5o. [»ff$$]. Ernst fVolff. 
C-4186— $.75, [**£$$]. 


Wolff’s version is the authentic 
one with piano, and Lehmann is 
accompanied by one of those aborted 
orchestras, but there are too few 
virtues in the former to be recom- 
mended. Moreover, it is the second 
item on a record with no blank 
grooves to separate it from the pre- 
ceding song. Thus, a weak vote for 
Lehmann, for her voice is in beauti- 
ful shape here. 

Jager Abschied, der. Harvard Glee Club. 
^-4335'~$-75. Wiener San- 

ger knaben. D-25467 — $.75. [*f$$$]. 
There is something of the “Hold 
that line” spirit in the singing of the 
Harvard boys, but it is technically 
superior to the alternative perform- 
ance and a much better recording. 

Jogdlied. Harvard Glee Club. /^“4335 — 

$.75. [**ff$$]. 

See entry above. 

Minnelied. Ernst Wolff. C-4177 — ^$.75. 

[^*f$$]. 

Wolff is his own accompanist in 
this song as in the others listed in 
this section. Thus he has only him- 
self to account to for the obscurity 
and poor balance of that part of the 
performance. 

Nachtlied. Ernst Wolff. C-^177 — ^$-75. 
[**ff$$]. 

There is good spirit in this record- 
ing, a rather better vocal quality 
than the average of Wolff’s perform- 
ances. 

Neue Liebe. Wolff. C-4177 — ^$.75. 

[**£$$]. 

This is lesser Wolff, which, indeed, 
is faint praise. 

0 Taler weit, 0 Hohen. Richard Tauber, 
tenor. jD-20250 — ^$.50. [*ff$$]. 

Despite the poor recording, the 
quality of Tauber’s art is manifest 
in this performance. 


TRIOS FOR PIANO AND STRINGS 


No. 1 in D minor, opus 49 (two move- 
ments only). Trio of the Amster- 
dam Concertgebouw. D- 25186 — $. 7 ?. 

imn 


If one listens closely one can hear 
the strings in the playing of the 
andante and scherzo included on 
this disk, but the piano, tinny as it 
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is, dominates the sound quite com- 
pletely. 

No. 2 in C minor, opus 66 . Zilcher, 
Schierinff, and Cahnbley, D-35250-3 
-$3. [*ff$$]. 

The cello is a dull rumble and the 


violin a thin thread of sound in this 
recording on either side of the wat- 
ery piano. However, there is excel- 
lent spirit in the playing, though not 
enough of it can be heard. 


MISCELLANEOUS WORKS FOR CHORUS AND ORCHESTRA 


Hark! the Herald Angels Sing. BBC 

Choir conducted by Joseph Le<wis. 
C-246— $.75. [*^ff$$]. Trinity 

Choir. F-19833 — ^$.50. Le^ 

White, organ, and choir, F-26049 — 
$.50. [**£$$$]. 

Lewis leads his able forces with skill 
and authority, benefited by thor- 
oughly good recording. There is 
barely routine competence in the 
Trinity Choir’s singing, while the 


tireless White accomplishes with ap- 
palling eflSciency his vulgarizing 
purpose. 

Hymn of Praise. BBC Choir conducted 
hy Leslie W oodgate, 

There can be no doubt that the 
choristers are sincere in their 
hosannahs, impelled by Woodgate’s 
musicianly emphasis. 


MISCELUNEOUS WORKS FOR. PIANO AND ORCHESTRA 


Capriccio Brilliante. Joanna Graudan, 
piano, and the Minneapolis Orches^ 
tra conducted by Dimitri Mitro^ 
poulos. C‘Set X197 — ^$2.50. 

The pianistic needs of this engaging, 
little-known work are neatly supplied 
by Graudan, a musical neighbor of 


the performing organization. There 
are a few nervous twitches in Mitro- 
poulos’s direction, but on the whole 
it is apt for the music. The repro- 
duction is a little shallow and lack- 
ing in resonance, but better than 
other recent ones of Columbia. 


MISCELLANEOUS PIANO WORKS 


Rondo Capriccioso. Mischa Levitzki. V- 
i65I--$.75. 

Deftness and facility are the essence 
of Levitzki’s performance as they 
are of Mendelssohn’s writing. The 


consequence is a wholly idiomatic 
performance. The recording is a 
little metallic, but not distressingly 
so. 


SONGS WITHOUT WORDS 


Opus 19, No. 1. Alfred Cortot. F -15174 
— $1. [**ff$$]. 

Cortot’s fine sensitivity, his musi- 
cianly resource and complete com- 
mand of the piano are thoroughly 
reflected in this performance. It is 
competently recorded. 

Opus 30, No. 6 (''Venetian Gondolier 
Song" No. 2). Karl Ulrich Schnabel. 
F-4272— $. 75 - [♦*f$$]. 

So FAR as piano technique is con- 
cerned, Schnabel has ample for this 
work; but it is administered with a 
hard, insensitive vigor, a fondness 


for percussive rather than per- 
suasive effects. This Schnabel, in- 
cidentally, is not to be confused 
with any other pianist of the same 
name. 

Opus 53, No. 4 ("Sadness of Soul"). 
K. U. Schnabel. F-4272 — $.75. 
[**f$$]. William Murdoch, D-35729 
—$.75. 

For those who are willing to accept 
the inferiorities of the Decca re- 
cording, the Murdoch performance 
is far more suggestive and poetic 
than the Schnabel. However, the 
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latter is distinctly a better record- 
ing. 

Opus 53 , No. 5 ("Volkslied"). K. U, 
Schnabel — $* 75 * [**!$$]. 

This is stiff, mathematical playing, 
with little fantasy or spirit. 

Opus 62 , No. 1 ("May Breezes"). K. U. 
Schnabel, ^*-4273 — ^$.75. [**ff$$]. 

Gregor Piatigorsky, cello. D-20066 — 
$.50. [*ff$$]. 

Young Schnabel exceeds his usual 
undistinguished level in this work, 
playing with reasonable style and 
feeling. Piatigorskys mastery of his 
instrument is implied rather than 
revealed by this recording, which 
is fuzzy and indistinct. 

Opus 62 , No. 4 ("Morning Song"). K. U. 
Schnabel. F-4274 — ^$.75. [*^f$$]. 
Rhythmically, this performance is 
distorted, and it is tonally unat- 
tractive. 

Opus 62 „ No. 5 ("Venetian Gondolier 
Song" No. 3 ). K. U. Schnabel F-4274 
— $75* [**f$$]. Richard Tauber, 
ianor. D-20250 — ^$.50. [*ff$$]. 

There is better value in the Tauber 
performance, despite the guitar ac- 
companiment. He sings the melodic 
line with taste, which is more than 
can be said for the Schnabel piano 
interpretation. 

Opus 62 , No. 6 ("Spring Song"). K. U. 
Schnetbel. ^-4275 — ^$.75. [**f$$]. 

Marthe Renneson. jD-20616 — ^$.50. 

If one prefers this music without a 
simper, the choice should be Renne- 
son’s performance, even though it 
has a depressing coupling with 
Grieg’s “To Spring” and Sinding’s 
'Rustle of Spring” to combat. 
Schnabel’s playing is weak rather 
than delicate, and almost distract- 
ingly inoffensive. 

Opus 67 , No. 2 ("Lost Illusions"). K, U, 
Schnabel r-4275— $.75. p*f$$]. 

A MUSiciANLY, competent perform- 
ance, though not too persuasive 
pianistically. 


Opus 67 , No. 4 ("Spinning Song"). 

Sergei Rachmaninoff, F-1326 — ^$.75. 
[*ff$$]. K, U. Schnabel F-4274— 
$.75* [^*f$$]* London Symphony 

Orchestra conducted by Leo Blech, 
r-11453— $1. [**ff$$]. 

One can almost hear the whirring 
of the wheel in Rachmaninoff’s ani- 
mated, forceful performance. There 
is more piano tone in the Schnabel 
recording, but a good deal less 
imagination. The orchestral version 
is tasteful and well-executed. 

Opus 67 , No. 5 ("Shepherd's Complaint"). 
K. U. Schnabel ^-4276 — $.75. 
[**ff$$]. 

Schnabel treats this work sym- 
pathetically, with a tolerable amount 
of taste and imagination. 

Opus 102 , No. 3 ("Tarantelle"). K. U. 
Schnabel r-4276 — $.75. [^*ff$$]. 

See entry above. 

Opus 102 , No. 5 ("Joyous Peasant"). 
William Murdoch. D-25729 — ^$.75. 
[*ff$$]. K. U. Schnabel r-4276— 

$.75. [**f$$]. ^ 

Despite the inferior recording, I 
prefer Murdoch’s more varied, en- 
livening treatment to the less re- 
silient playing of Schnabel. 

Opus 102 , No. 6 ("Belief"). K, U. 
Schnabel F-4276— $.75. [**f$$]. 

Like so many of the Schnabel per- 
formances itemized above, this one 
is academically correct but other- 
wise unappetizing. The reproduc- 
tion is good. 

Opus 109 . Pablo Casals. F-7193 — ^$1. 
[**ff$$]. 

Note that this is not one of the 
familiar series of Lieder ohne 
Wbrte for piano in transcription, 
but a separate work specifically 
written for cello and piano. It is 
played with impressive suavity, 
finely molded tone, and consistent 
dynamic definition. Casals also has 
superior assistance from his pianist, 
Bias-Net. 
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VARIATIONS SERIEUSES 


Opus 54 . Alfred CortoU F-15173-4— $2. 

A NOBLE performance, full of poetry 
and control. The thread of meaning 
and development is beautifully sus- 


tained, despite the vagueness of the 
reproduction. However, it does not 
obscure the resourcefulness of 
Cortot’s great ability. 


MESSAGER, ANDRE 


OPERAS 

FORTUNIO 


La maison grise. Ninon Vallin, D-20328 
—$.50. [*ff$$]. 

The fine art of Vallin is heard at its 

ISOLINE 

Povone; Mazurka; Valse; Seduction 
scene. Francis Casadesus conducting 
the Orchestra of the Association 

Petite, Dinde, quel outrage; Ma foi, pour 
venir, de Provence. Maggie Teyte, 
sopranoy nmth unidentified orchestra, 
D-29008— ■$!. [^*ff$$]. 

There is a good deal of the music 
hall in this pair of excerpts, but 


best in this work, even though the 
burden imposed on her is not heavy. 
The reproduction is only fair. 

Symphonique, Z)-20i03-4-— $1. [*f$$]. 
The performance is competent, the 
recording poor. 

Teyte sings them with a full ap- 
preciation of their style, with great 
vocal charm and impeccable artistry. 
The recording is better than the 
Decca average. . 


VIRONIQUE 


MEYERBEER, GIACOMO 


OPERAS 

L'AFRICAINE 


Adieu, mon doux rivage. Elisabeth 
Rethherg, D-20200 — $.50. [*ff$$]. 
Despite the title quoted above (the 
one of Scribe’s libretto), Rethberg 
sings in German. The sound of her 
voice is closer to one’s recollection 
of its best quality than it has been 
in recent years, but one pays for 
that privilege in the poor recording. 

Adamastor, roi des vagues, Titta Ruffo, 
r-7i53-7$i. ^ 

There is some astonishing barking 
by Ruffo’ s big gruff voice on this 
disk, but the reproduction is about 
as bad as it could be and still be 
audible at all. 

0 Paradiso. Jussi Bjoerling, r-12150 — 


$1. [**fff$$]. Gigli, F-7109— $1. 
c**f$$]. Caruso, ^-14234—$!. 

Gigli has neither the voice nor the 
imagination to challenge Bjoerling’s 
wonderfully fine singing of this 
aria. In addition, Bjoerling’s per- 
formance is much enhanced by an 
orchestra of proper size directed by 
Nils Grevillius, and by first-rate re- 
cording. The dubbing job on the 
Caruso reissue is one of the poorest 
in that series. The added orchestral 
accompaniment is wholly different in 
timbre from the original voice re- 
cording, the blend of the two utterly 
without illusion. 
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DINORAH 


Ombra leggiera. Galli-CurcL V-117 ^ — 
$.75. 

It is not likely that this was a good 
specimen of recording even when 
it first appeared (c. 1936), but it 


sounds pale indeed today. However, 
Galli-Curci’s bright, precise singing 
is recognizably itself, the intonation 
rather more consistent than is her 
habit. 


L'iTOILE 

La, la, la, air cheri. Galli-Curci. V-76SS 

— $1. c*fff$$]. 

There is fabulous singing on this 
disk, limpid in quality, undeviatingly 


DU NORD 

accurate. The recording is a trial, 
but there is a distinct privilege in 
listening to such singing. 


LES HUGUENOTS 


Nobles Seigneurs, salut Sigrid Onegin, 
^-7146—$!. [**ff$$3. 

The orchestra is tiny, but Onegin’s 


voice soars ahead majestically, con- 
trolled by a fine sense of the music’s 
style. 


LE PROPHITE 


Ah! mon fils. Margarete Matzenauer, 
F-36287 — $.75. [^fff$$]. Onegin, F- 
6803 — $1. [*ff$$]. 

Only a performance as remarkable 
as Matzenauer’s could win a pref- 
erence over the thoroughly admir- 
able one of Onegin. However, it is 
a mark of the former’s true stature 
that this record, though more than 
fifteen years old, has recently been 
reissued and is still the finest per- 
formance available. 

Coronation March, Mengelherg conduct- 
ing the New York Philharmonic- 
Symfhony Orchestra. F-7104 — $1. 
[*f$$]. Sir Dan Godfrey conducting 
the Bournemouth Municipal Orches- 
tra. C-7331— $1. [**f$$$]. 


The Mengelberg performance is 
hardly as forceful and vital as one 
expects in such music as this, and 
the recording is decidedly dull. God- 
frey’s pedestrian conception is better 
reproduced, but it is a routine treat- 
ment throughout. 

0 prStres de Baal. Onegin. F-7146 — ^$1. 
[^*ff$$]. 

Vocal artistry of an exceptional 
order is Onegin’s contribution here, 
equally effective in the legato and 
the imposing florid section. Both are 
disposed of with ease by this fine 
performer. The orchestra is not so 
large as one would prefer, but it is 
closer to the needs of the music 
than on some of Onegin’s other disks. 


BALLET MUSIC 

TORCH DANCE 

No. 1 in B flat. Frieder W eissmann A routine studio performance, 

conducting an unidentified orches- poorly reproduced. 
ira. D-20433— $.50. 


LES PATINEURS 


Arranged by Constant Lambert. Sadler^s 
W ells Orchestra, directed by Lam- 
bert, r-36238— $.75. [**ff$$]. 
Lambert’s keen appreciation of the 


gayety and style in this music is con- 
veyed both by his idiomatic orches- 
tration and his spirited conducting 
of it, 
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MEYTUSS, JULIAN 


DnieprostroT. Paris Symfhony Orches’^ Ehrlich’s powerful performance is 

tra conducted hy J. Ehrlich. C-ijizi reproduced with a good deal of 

— ^$.75. [**ff$$]. strength and clarity. 

MIASKOVSKY, N. 


Sinfonietta. NBC String Symphony con- conducting is a burden on the music, 

ducted by Frank Black. ^-12091-4 There could be much more verve 

— $4. [*^f$$]. ‘ incisiveness in the playing. The 

Despite the care and polish of this reproduction is good, 
performance, the stodginess of the 

MILHAUD, DARIUS 


BALLET MUSIC 

Creation du monde, la. Orchestra con- enough to justify tolerance of its 

ducted hy the composer. C-Set X18 mechanical flaws. These are prin- 

$2.50. ,[*ff$$]. cipally a lack of balance and indis- 

One would hardly cite this as an tinctness of the various wind instru- 

example of skillful recording, but ments, but the total effect conveys 

the inherent interest of the work and the individuality of the writing 

its effective performance under the nevertheless, 

composer’s direction are more than 

CONCERTO 

For Piano and Orchestra. Marguerite and the orchestra is also good. How- 

Long and the Orchestra Nationale ever, the reproduction of both solo^ 

conducted by the composer. C-Set ist and ensemble is thinnish, without 

X67 — ^$2.50. [*ff$$3. the body of tone the work requires. 

Long plays with admirable clarity, 

INCIDENTAL MUSIC 

Orestie d'Eschyle, T. L. De Vocht con- music lover should deny himself. 

ducting the Antwerp Coecilia Choir, The tremendous power and^ dra- 

with soloists. C-Set X64--$2.5o. matic excitement of the music are 

[**ff$$]. wonderfully conveyed by the per- 

Both the work and its performance formers. The recording, moreover, 
are an experience that no receptive is very competent. 

OPERAS-MINUTES 

Abandon d'Arione, T; La delivronce de lencin, and Messrs. Hazart, Petit, 

Thesee; L'enlevement d'Europe. Con- and J. Planet. C-Set 309 — $3-50* 

ducted by the composer, with Mmes. [**ff$$]. 

Mathori, JBouferon, Brega^ and Va- Th^se performances ^re models of 
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crispness and clarity in the delivery 
of the text, of dramatic underlining 
and highlighting in the relationship 
of singers and orchestra. The re- 


cording tends to emphasize highs, 
but it is generally satisfactory, con- 
sidering that it is half a dozen years 
old. 


ORCHESTRAL WORKS 

SYMPHONY NO. 3 

Serenade. Walter Goehr conductinff an interest, but one would prefer to 

unidentified orchestra, (7-DB1304 — hear it in its proper relationship to 

$•75. [**ff$$]. the whole. The conducting is capa- 

This single movement has its own ble, the playing satisfactory. 


PIANO WORKS 

L'AUTOMNE 


Adieu. George Copeland. F-1629 — ^$.75. 

The recording of the piano lacks 
resonance, and there is little charm 
in die playing. 


Alfama. Marguerite Long. C-68738 — 
$1. [*ff$$]. 

Neat, tasteful playing, and intelli- 
gently offered as part of the set 
that contains Milhaud’s Piano Con- 
certo. 


SAUDADES 

No. Sumare. Joseph Szigeti, violin. 
(7-70744—$!. [*'^ff$$]. 

This is, of course, a transcription, 
but it is a rare instance of a work 
that might have been even more 
effectively written for the violin 
than the original piano. Szigeti plays 
it with inimitable zest, rhythmic 

WORKS FOR 

Scoramouche. Bartlett and Robertson. 
(7-69835 — ^$1. [**fff$$]. Vronsky and 
Babin, ^-12726 — ^$1. [**ff$$]. 

Either of these performances would 
be considered an embellishment of 
the phonograph library were there 
DO alternative, but basis for a pref- 
erence exists even so. There is fine 
fluency, variety, and liveliness in 


DO BRAZIL 

emphasis, and tonal sophistication. 
The reproduction is very good. 

No. 12, Paysandu. Long, piano. (7-68738 
-$i. pff$$3. 

This brief work shares a record 
side with the ‘^Alfama” above and 
is a similarly thorough job by the 
reliable Long. 

TWO PIANOS 

the Vronsky and Babin perform- 
ance, perhaps even too much of 
these entertainment values. The 
more sedate Bartlett and Robertson 
treatment is more revealing of the 
musical essence of Milhaud’s score. 
Also a slight advantage in clarity 
can be credited to the recording of 
Bartlett and Robertson. 


SONGS 


Chants populates hebroTques. Martial 
Singher, baritone, vsith the com- 
poser at the piano. (7-4213-4— $1.50. 
P^ff$$]. 

This is in every respect a success- 
ful recording, for Singher is a gifted 


singer, with ample resources of 
voice and intelligence ; and Milhaud 
may be presumed to know what 
effects he desires from the piano. 
The reproduction is satisfactory. 
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MOMPOU, FEDERICO 


Canto i Dansa IV. George Copeland. 
r-.i5346-$i. [^f$$]. 

The distinctions of this perform- 


ance are negligible, though the work 
has more than slight musical inter- 
est. 


MONIUSZKO, STANISLAUS 


Hoika: Jontek's arias from Acts II and 

IV. Wladyslaw Ladis, tenor, ^ith 
orchestra conducted hy H. S^aro^ 
sky. D-20450 — ^$.50. [*f$$]. 

The recording is poor and Ladis^s 


vocal equipment is not remarkable, 
but the music is played and sung 
with the appropriate style, and the 
original Polish text is used. 


MONTECLAIR, MICHAEL DE 


Plaisirs champetres, les. Societe Henri 
Casadesus des Instruments Anciens. 
C-Set X58— $2.50. [**ff$$]. 

The diligent archaeology of Casade- 
sus is not always trustworthy, but 


it may be said that this is a thor- 
oughly plausible example of the 
early eighteenth century period in 
which Monteclair lived. It is well- 
played and capably recorded. 


MONTEVERDI, CLAUDIO 


OPERAS 

ARIANNA 


Lasciatemi morire. Ensemble directed 
by Nadia Boulanger. F-12300 — ^$1. 
[**ff$$]. Ezio Pinza, basso, noith 
piano. F-17914 — $1. [**ff$$]. 

The. expressive qualities of this 
music are thoroughly exposed by 


Boulanger^s forceful conducting, the 
excellence of the ensemble, and the 
clarity of the recording. Pinza’s 
treatment is in the current concert 
hall tradition, and excellent of its 
kind. The reproduction is good. 


L'INCORONAZIONE Dl POPPEA 


Oblivion soave. Ezio Pinza, <imth piano. 
r-17915 — $1, [**ff$$]. Doris Ov?ens, 
alto, fwith harpsichord. C-DB500 — 
$.75. 

The harpsichord, which Owens 
favors, is not a remarkable stylistic 


gain, and she also uses an English 
text. Against these factors the rich- 
ness of Pinza’s voice, his authentic 
Italian text and secure art are suffi- 
cient to offset the anachronistic 
piano. 
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ORFEO 

Ecco purch' a voi ritorno. Ralph Crane, recording, but it provides a good 
baritone. $.50. [*ff$$]. workmanlike impression of the 

There are no de luxe qualities in music, 
this disk, either of performance or 

MISCELLANEOUS VOCAL WORKS 


Ardo, e scoprir. Paul Derenne and 
Hugues Cuenod, F-12302 — ^$1. 

[**fff$$]. 

Fine musicianship and understand- 
ing of the style are plainly evident 
in this excellent performance. 

Chiome d'oro. Derenne and Cuinode 
F-12302 — ^$1. [**fff$$]. 

This canzonetta was written for two 
sopranos, but it is thoroughly adapt- 
able to the two tenors who sing it 
with fine effect on this disk. 

Cor mio mentre vi miro. La Scala 
Chorus, jD-25209 — $.75* 

The high quality of the music is 
really a bonus in this case, for this 
would be an exceptional record any- 
way as a demonstration of brilliant 
choral unity and finely balanced re- 
cording, 

Ecco raormoror I'onde. La Scala Chorus. 
i>-25209 — ^$.75. [**fff$]. Ensemble 

conducted by Boulanger. ^-12304 — 
$1. [**ff$$]. Madrigal Singers. C- 
4202— $.75. [♦f$$]. 

For this work the Scala chorus may 
be a shade large, but I prefer its 
exact accentuation, its tonal variety 
to anything in the other two record- 
ings. The Boulanger version is ex- 
cellent, however, though a trifle 
more expensive. Both are superior 
to that of the Madrigal Singers. 

Hor ch'el ciel e la terra. Ensemble 
directed by Boulanger* ^'-12300 — 
$1. [**fff$$ 3 . 

Monteverdi’s fervent conception is 
more than matched by the drama 
and drive of Boulanger’s direction. 
Coupled with a vocal ensemble of 
high excellence and fine recording, 
this is an outstanding disk. 

iailo deir ingrate^ il. Dqda Conrad, 
basso, Countess Jean de Polignac, 


soprano, and ensemble directed by 
Nadia Boulanger. F-12303 — $ t . 
[»*fff$$]. 

The splendid bass voice of Conrad, 
one of the most remarkable of the 
day, is eminently suited to this 
music, especially against the fine 
background provided by the en- 
semble under Boulanger’s direction. 

Lagrime diamante al sepolcro dell' amata. 
Canfori Bolognesi, C-Set 218 — $3.50. 
P*fff$$]. 

This Madrigal-Sestina, consisting 
of six fine works from the sixth book 
of Monteverdi’s madrigals, is one 
of the most imposing evidences of 
his astonishing genius on records. 
The performance is beautifully pol- 
ished, with many enhancing subtle- 
ties of dynamics and pace. Also, it 
is finely recorded. 

Lagrime occhi mici. Maria Castellazzi, 
soprano,. ^-15466— $1. [**ff$$]. 
Castellazzi’s capable singing of 
this aria (one of four Monteverdi 
items included on this disk) is well- 
recorded and thoroughly representa- 
tive of the composer’s intentions. 

Lamento della NInfa. Countess Jean de 
Polignac and Paul Derenne. ^-12304 
-~$i. P*ff$$]. 

Musically and stylistically this is 
an admirable accomplishment, and 
well recorded. 

Maledetto. Castellazzi, soprano. V~ 
15466 — ^$1. [**ff$$]. Roland H(iyes, 
tenor. (7-17174 — $.75. [**f$$]. 

Item for item, there is a slight sav- 
ing here for the purchaser of the 
Hayes disk, but Castellazzi’s in- 
cludes three other Monteverdi 
works. Even without this induce- 
ment, there is a good deal more 
vocal value in her singing, for the 
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Hayes record hardly represents him 
at his best. 

Ohime, dove il mio ben. Derrene and 
Cuinod. F-12302 — $1. [**ff$$]. 

CastellaazL F-15466— $1. 

These versions are even in musical 
competence, but I prefer the male 
voices in this work to Castellazzi’s 
soprano. The recording in both 
cases is good. 


Zefiro torna. Derenne and Cuenod. 
T-12301— $1. [**fff$$]. 

The fluency and facility of these 
two excellent singers are heard to 
splendid advantage in this work, 
one of the most characteristic and 
musically valid of Monteverdi’s on 
records. It is recorded with excel- 
lent clarity of sound and roundness 
of tone. 


MORLEY, THOMAS 


Fire, Fire. Harvard Glee Club. ^-4334 

“$.75. 

There is no lack of energy in the 
singing of the Harvard ensemble, 
but it is a little crude for the needs 
of this work. In addition the record- 
ing is boomy. 

It Was a Lover and His Lass. Bruno Ret- 
hold and orchestra. T-24788 — $.50. 
[*f$$$]. 

An instrumental transcription, 
and a mediocre one. Not recom- 
mended. 

My Bonny Lass She Smileth. London 
Madriffal Group. J^-4316 — $.75. 
[**fff$]. Madrigal Singers. (7-4165 

-$.75. [*f$$]. 

The delicacy and point of the Lon- 
don ensemble have no parallel in 


the alternative performance. It is 
sung with fine precision and excel- 
lent tone. 

Now Is the Month of Maying. London 
M adrigat Gro up. T-43 1 6 — ^$.75 . 

[**ff$$]. 

One could hardly hear a defter, 
more sensitive performance of this 
lovely music. It is well-recorded. 

Sing We and Chant It. St. Georges 
Singers. C-5716 — ^$.75. [**ff$$]. 

Madrigal Singers. (7-4167 — ^$.75. 
[**f$$]. 

I PREFER the first of these for the 
better vocal quality of the individual 
singers and the greater smoothness 
of the ensemble. The recording of 
both is on a par. 


MOSSOLOV, ALEXANDER 


Steel Foundry. J. Ehrlich and the Paris 
Symphony Orchestra. (7-17121 — 
■ $1. [**ff$$]. Victor de Sahata con- 
ducting the E.I.A.R. Symphony Or- 
chestra. D-25510 — $.75. [*fff$$]. 

Fiedler and the Boston **Pops” Or- 
chestra. F-4378— $.75. [**ff$$]. 
Were the recording of de Sabata^s 
performance slightly better it would 
be decidedly the preferable version, 
for he makes a good deal more of 
the sheer musical patterns than 
Ehrlich does. However, the weak, 


thin reproduction diminishes the 
massive onslaught of sound. The 
Fiedler version is admirable in this 
respect, but also loud rather than 
good. 

Berceuse Turkmene. La Chorale Popu- 
laire de Paris, with Mme. Gonitch- 
Guida as soprano soloist. jD-20612 — 
$.50. Pff$$]. 

This is a delightful bit of exotica, 
well sung by the choir and full of 
Eastern inflections. The solo singer 
is also capable. 
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MOSZKOWSKI, MORITZ 


OPERA EXCERPTS 

BOABDIL 

Malaguena. Rosario Bourdon conduct- such music, but that doesn^t mean 


inff the Victor Concert Orchestra, 
/7.36036— $.75* C*^f$$]. 

Performance of this kind is no 
worse than one customarily hears in 

PIANO 

Bolero. 

See Spanish Dance No. 5 , helovj. 
Coprice Espognol. Eileen JoycCj piano. 

From this, and another disk or two, 
it would appear that Joyce is noth- 
ing less than a Moszkowski special- 
ist. She plays the piece with delight- 
ful fluency, a captivating sense of 
phrasing, and excellent tone. It is 
fairly well-reproduced. 

Guitorre. Heifetz, violin. F-1694 — ^$.75. 
.[**fff$$]. Piatigorsky, cello. Z)-20043 
-$.50.^ [*ff$$]. 

The violinist does some remarkable 
fiddling in this performance of the 


it is all that it deserves. More care 
and rhythmic emphasis would add 
to its interest, also to one^s respect 
for the conductor. 

WORKS 

Sarasate arrangement, treating it to 
a full complement of his amazing re- 
sources. Nevertheless the scale of 
the performance is always properly 
related to the limitations of the 
music. Piatigorsky also plays well, 
but the recording is shoddy, the 
pressing I heard distinctly off-center. 

Valse in E. Joyce, piano, D-25187 — $.75. 
[♦*fff$$]. 

Here* is another example of Joyce’s 
extremely artful command of the 
piano, her firm, full tone quality and 
lively spirit. The recording is 
tolerably good. 


WORKS FOR TWO PIANOS 
SPANISH DANCES 


No. 1. Vienna Symphony Orchestra 
conducted by Paul Kerby. C-409 — 

$.75. [*ff$$]. 

There is little more than the evi- 
dence of the label to guarantee that 
a Vienna orchestra took part in this 
recording, for the playing is hardly 
better than one would hear from a 
proficient studio group. However, 
Kerby leads the pieces energetically, 
and though the reproduction is 
hardly distinguished, it is at least 
well-balanced. 

No. 2. Boston **Pops** Orchestra led by 
Fiedler. F-4532 — ^$.75. p*ff$$]. 

Vienna Symphony Orchestra led by 
Paid Kerby. C-409 — $.75. [*ff$$]. 
The fine art that Fiedler and his 
men command is distinctly above the 
justice usually accorded this music. 


There is a distinctly ‘*Hey! Waiter” 
undertone in the Kerby effort, with 
its peculiarly named orchestra. 

No. 3 . Vienna Symphony Orchestra 
conducted by Kerby, C-409 — ^$.75. 

See comment under No. i. 

No. 5 (Bolero). Fiedler and the Boston 
“Pops'* Orchestra, 1^-4532— $.75. 
[**ff$$]. Vienna Symphony con- 
ducted by Kerby, C-409— $.75. 
[*f$$]. 

Fiedler attacks this music with al- 
most Wagnerian emphasis, but that 
approach, though misguided, is more 
engaging than the complacent one of 
Kerby. There is, of course, no com- 
parison between the two orchestras 
and the reproductions of them. 
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MISCELLANEOUS ORCHESTRAL WORKS 


Perpetual Motion (from Suite No. 1 ). 

i^alter Damrosch conducting the 
National Symphony Orchestra, V- 
7323—$!. 

It is well to know that this is not 
the current, capable orchestra of the 


same name now recording for 
Victor, but a predecessor of it in the 
late ’twenties, and very much in- 
ferior. Damrosch imparts a kind of 
lumbering gayety to the playing, 
which is poorly reproduced. 


MOUSSORGSKY, MODESTE 


OPERAS 

BORIS GODOUNOV 


Opening Chorus; Pilgrims' Chorus. Emil 
Cooper conducting the Riga Opera 
Chorus and Orchestra, D-25402 — 
$.75. Pff$$]. 

There is fine spirit in this perform- 
ance, and admirable knowledge of 
the style, but too little of the results 
can be heard clearly on this record. 
The sound is thin, the surfaces poor. 

Coronation Scene. Feodor Chaliapin, 
tfffith orchestra conducted by Albert 
Coates, ^-11485 — ^$1. [*ff$$]. 
Unfortunately no method has yet 
been discovered for enhancing such 
an outmoded recording as this with 
the realism that is achieved in con- 
temporary reproduction. However, 
Chaliapin is in splendid voice, and 
Coates has proper feeling for the 
material. The chorus is fair. 

Coronation Scene. Don Cossack Choir, 
(7-7363 — $1. [**f$$]. Pierre Lubo- 
schut9S and Genia Nemenoff, duo- 
pianists, F-2084 — ^$.75. [**ff$$]. 
Both of these are of the potpourri 
variety and of little relevance to 
Moussorgsky’s masterpiece, save 
for those who like whistling versions 
of the tunes. In each case the 
technical performance is admirable, 
the recording first-rate. 

In the Town of Kazan. Chaliapin, V- 
1237— $- 75 . 

The elan, fire, and excitement of 
Chaliapin’s performance of this 
music are exclusively a phono- 
graphic experience, for he was, of 
course, concerned with the role of 


Boris when this aria of Varlaam was 
sung in the opera house. The re- 
cording is better than one would 
expect, the orchestra reasonably 
good. 

I Have Attained the Highest Power. 
Chaliapin, T-14517 — $1. [**ff$$]. 

Georges Baklanoff, D-20415 — ^$.50. 
[*ff$$]. The same, jD-25813 — ^$.75. 
[*ff$$$]. 

More of the music from this second- 
act scene is presented in the Chali- 
apin disk than in either of those by 
Baklanoff, and it also has the ad- 
vantage of better orchestral back- 
ground and better reproduction. But 
there is interest in the Baklanoff 
conception, for he was a thoroughly 
capable performer. I would recom- 
mend the cheaper disk (a ten- 
incher) both for its economy and be- 
cause it is a more lengthy excerpt 
than the one on a single side of the 
twelve-inch record. In both cases 
the recording is poor. 

Maiden's Chorus. Emil Cooper conduct- 
ing the Riga Opera Chorus and Or- 
chestra, D-25403 — ^$.75. [^ff$$]. 
Aside from the recording this is a 
capable performance. However, it 
is endorsed with a strong reserva- 
tion. 

Polonaise. Cooper conducting the Riga 
Opera Chorus and Orchestra, D- 
25403 — ^$.75. [*ff$$]. Otto Dobrindt 
conducting an unidentified orches- 
tra, D-25018— $.75. 

As AN additional side to the item 
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above, this performance comprises a 
plausible investment. However, it 
has similar limitations. The Do- 
brindt item utilizes the concert ver- 
sion, without chorus. It is poorly- 
recorded. 

Farewell of Boris. Chaliapin, F-15177 — 
$1. [*^fff$$]. The same, r-6724.— 
$1. [*ff$$]. Georffes Baklanoff, D- 
25813— $.75. [*ff$$]. 

Of the two Chaliapin performances 
I prefer No. 15 177, which was re- 
corded at an actual performance in 
Covent Garden on July 4, 1928, 
with Vincenzo Bellezza conducting. 
Though the recording is a little 
foggy, there is an extraordinary 
aura of drama to the sounds, ac- 
counted for, perhaps, by the fact 
that Chaliapin was acting as twell^as 
singing while the performance was 
recorded. There is perhaps greater 
vocal richness and power in the 
studio performance (No. 6724), also 

THE FAIR AT 

Introduction. G. CloeZj conducting the 
Opera^Comique Orchestra, D-20116 
-$.50. [♦ff$$]. 

The recording is poor, but there is 
no other presentation of this music 
on disks. 

Gopak. Walter Goehr conducting the 
London Philharmonic Orchestra. C- 
69154 — ^$1. [♦♦ff$$]. Coates conduct^ 
ing the London Symphony Orchestra, 
^'-11443 — ^$1. [**f$$]. Cloez and the 
Opira-Comique Orchestra, D-2qii>j 
— ^$.50. [*f$$]. Rachmaninoff, piano, 
F-1161 — $.75. [*ff$$]. 

Goeh&’s performance is the most 


a different choice of excerpts, which 
means that the Moussorgsky-Chali- 
apin enthusiast will want to have 
both. Baklanoff’s darkish voice is 
effectively employed in his excerpt 
(the ‘Tarewell” only), but the re- 
production is a heavy handicap. 

Symphonic Synthesis. Leopold Stokonsj- 
ski and the Philadelphia Orchestra. 

391— $3.50. [**^ff$$]. 

For those who want a “Hits-of- 
the-Show” treatment of Moussorg- 
sky’s moving, tragedy-drenched 
score, Stokowski is the ideal pro- 
vider. He has no reluctance to join 
episodes separated by hours in the 
opera, even with a bit of carpentry 
of his own. If this comment suggests 
that I do not care for the treatment, 
it is poorly expressed — I abominate 
it. However, the playing of the or- 
chestra is superfine, the recording 
splendid. 

SOROCHINSK 

tasteful and effective of the three, 
also preferable for its use of the ex- 
cellent Liadow arrangement rather 
than the version used in the opera 
(also, it should be remembered, not 
the composer’s own). It is also better 
recorded than the Coates, which is 
the only real alternative. Cloez is 
not fortunate in this music, and the 
recording is poor. Rachmaninoff 
plays his own piano transcription, 
and both aspects of the job are ex- 
cellent, though the recording is poor. 

Reverie of the Young Peasant. 

See under Songs, p. 259. 


KHOVANTSCHINA 


Prelude. Koussemtzky and the Boston 
Symphony Orchestra, F-14415 — $1. 
[*»fff$$]. Hamilton Harty and the 
Halls Orchestra, C-67743 — ^$1. 

Though there is a good deal of 
acute feeling in the Harty perform- 
ance, it must defer, on an all-round 
basis of conception, execution, and 


recording, to the Koussevitzky, 
which is superior in at least the last 
two of these attributes. , 

Persian Dances. Coates and the London 
Symphony Orchestra, ^-11135 — ^$1. 
[**ff$$]. 

Coates puts his lively understanding 
of this music to good use here, 
though it would be better served by 
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reproduction that was more respon- 
sive to the rapid alteration of wood- 
wind timbres. He does, however, 
manage to make clear the anticipa- 
tion, in this music, of Rimsky’s 
Scheherazade, 

Entr'acte to Act IV. E.LA,R. Orchestra 
conducted hy Willy Ferrero, />- 

25948— $.75. Pff$$]. 

Unfortunately Stokowski’s superb 
conception of this episode, through 
which most American listeners be- 

ORCHESTRAL 

Night on a Bare Mountain. Concerts 
Colonne Orchestra conducted hy 
Paul Paray. U-68305 — $1. [♦ff$$]. 
Albert Coates conducting the Lon- 
don Symphony Orchestra. F-11448 — 

$1. [*ff$$]. Paris Philharmonic Or- 
chestra conducted by G. Cloez. D- 
20499-500 — $1. [*f$$$]. Stoho^wski 

and the Philadelphia Orchestra. V- 
17900 — $1. [***f$$$]. 

Both the Paray and Coates versions 
date from approximately the same 
era of recording (c. 1933), but I pre- 
fer the intensity and drive of 
Paray’s treatment. This is a work 

PIANO 

La Couturiere. Nathan Milstein, violin. 
C-I 7 Iii--$. 75 . [**ff$$]. 

An interesting curio, offered as one 
of three items on this ten-inch disk. 

The transcription is tasteful, and 
Milstein plays it with excellent un- 
derstanding. 

Pictures at an Exposition. Alfred Miro- 
vitch. R-Set 25 — ^$4.25. [**ff$$]. 

One of the several worth-while proj- 
ects that the makers of Royale rec- 
ords accomplished before their col- 
lapse was this first recording, for 
piano, of Mous8orgsk3r’s magnificent 
series of tonal impressions. The 
playing was acceptable, the record- 
ing at least bearable; but the set of 
five records was on sale only a brief 
time before the sponsors retired from 
business. However, it is possible that 
the album might still be obtainable 


came aware of its quality, has not 
been re-recorded, and the original 
performance is now out-of-print 
(Victor No. 6775, for those who like 
to rummage in secondhand stocks or 
plague their dealers for out-of-print 
items). It would, even at this dis- 
tance, be preferable to the Ferrero 
reading, which is thoroughly per- 
functory and reproduced with a 
high quota of scratch, 

WORKS 

for which contemporary recording 
could do much, and almost any 
present-day disk, with its greater 
range of sonorities, should be pre- 
ferable to these when it comes. I can 
find no kind word for the Cloez, for 
it is shabbily played and recorded. 
The Stokowski transcription, his 
own, is straight out of Fantasia and 
equally lacking in musical justice 
and mere taste. The playing is re- 
markable, the reproduction amazing. 
Pictures at an Exposition. 

See under Piano Works, below. 

WORKS 

from a dealer in one of the larger 
cities. 

Pictures at an Exposition. Koussevitzky 
and the Boston Symphony Orchestra. 
y^Set 102— $4.50, [**fff$$]. Or- 

mandy and the Philadelphia Orches- 
tra. V-Set 442— $4.50. P*ff$$]. Sto- 
kovsski and the Philadelphia Orches- 
tra. V-Set 706— $4.50. [^*ff$$]. 

Here is a prime instance of futility 
— ^three sets of one musical work 
from the same firm, with the first 
of them remaining in almost every 
respect the best. The Stokowski is 
the loudest and the Ormandy the 
most energetic, but Koussevitzky has 
two advantages — ^his own superb 
feeling for the music and the unsur- 
passed orchestration of Maurice Ra- 
vel. Ormandy uses Cailliet’s, and 
Stokowski his own; but too often 
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one feels that these two orchestrators 
have been impelled to use certain 
efFects not because of their inherent 
sense or quality but simply because 
Ravel used the best, the inevitable 
effect first, and they could not con- 
fess to the superfluity of their job 


by merely echoing him. The Kous- 
sevitzky recording is overpowered, 
in sheer decibels, by each of the 
others (the Stokowski is especially 
resplendent), but it has sound merits 
nevertheless, enough to merit my 
preference. 


SONGS 


Banks of the Don. Igor Gorin, baritone. 
F.2039~$-75. 

Since Gorin is a name that will re- 
cur constantly in this survey of 
Moussorgsky songs, it may be well 
to sketch his general attributes. 
Foremost among them is a truly 
beautiful voice, full of richness and 
weight. However, his musical intelli- 
gence is much inferior to his vocal 
endowment, his general sense of 
style coarse and immature. This is 
one of his better performances, sung 
with fine, free vocal quality and rea- 
sonable taste. It is well-recorded. 

Ballade. Vladimir Rosing, tenor. D- 
29025 — $1. [’'^*fff$$]. 

Ratoer unfortunately for Gorin a 
number of his performances are par- 
alleled on Decca by a singer of al- 
most completely opposite character- 
istics — ^the tenor Vladimir Rosing, 
whose voice is at best of modest 
suavity and sonority, but whose ar- 
tistic intelligence is remarkably keen. 
Virtually all of his best abilities are 
marshalled in the service of this 
astonishing song, a composite of 
Moussorgsky’s eloquent bitterness. 
This and all the other Rosing per- 
formances are enhanced by the fine 
piano-playing of Myers Foggin. 

Forgotten One, the. Gorin. F-2039 — 

$.75. [**ff$$]. 

The lyric line of this music is fa- 
vorable for Gorin’s good legato, his 
vocal richness. The recording is ex- 
cellent. 

Gathering Mushrooms. Rosing. D-29022 — 
$1. P*ff$$]. 

An insinuating performance, full of 
nuance and charm. 


Goat, the. Rosing. D-29025 — $1. 

[**fff$$]. 

Whatever superlatives this listener 
possesses are commanded by this 
interpretation, a superb instance of 
artistic understanding and technical 
virtuosity. 

Gopak. Rosing. D-29020 — $1. [**ff$$]. 
Gorin. F-4414 — $.75. [**f$$]. 

I MUCH prefer the composed, con- 
trolled animation of Rosing to the 
reckless, undisciplined energy of 
Gorin. In addition, the orchestral 
transcription for the latter’s per- 
formance (directed by Wilfred Pel- 
letier) is questionable in appropriate- 
ness and not well-recorded. 

Nursery, the. Gorin. V-Set 6 S 6 — ^$2.75. 
[**f$$], Betty Martin, soprano. C- 
Set J14 — $1.50. [^*f$$]. 

Both singers omit the second of the 
seven songs from the cycle in their 
performances. This parity continues 
to the attractiveness of the two 
issues, for neither is even an ap- 
proximation of a satisfying per- 
formance. There is more vocal qual- 
ity in the Gorin performance, also 
more technical resource in the sing- 
ing. However, he uses an English 
text, of which the only intelligible 
words are so corrupted by accent 
that the consequences are uninten- 
tionally ludicrous. Martin’s voice is 
a slight one, and she does not get 
as much from its limited possibilities 
as she might However, the text is 
clearly enunciated, and the piano- 
playing of Sergius Kagen is another 
asset Considering the various dis- 
abilities of the two albums, I would 
counsel a choice of the Columbia, 



MOUSSORGSKY 


259 


for its lower price, until a more sat- 
isfying job than either of these ap- 
pears. 

Orphan, the. Rosing, D -29022 — ^$1. 
[**ff$$]. 

Rosing’s lack of luxurious vocal 
quality is a disadvantage here, but 
not sufficient to offset the effects of 
his intelligent artistry. Foggin is a 
constant aid at the piano. 

Reverie of the Young Peasant. Vladimir 
Rosing. D-29022 — ^$1. [**ff$$]. Igor 
Gorin. F-2038 — ^$.75. [**f$$]. 

Since this excerpt from The Fair at 
Sorochinsk is frequently sung in the 
concert hall and is generally con- 
sidered among Moussorgsky’s songs, 
it is so listed here. The difference be- 
tween these two singers is sharply 
revealed by this recording, for it 
shows that Rosing is an artist and 
Gorin merely a singer. The Gorin 
recording is with orchestra, but even 
this factor is not weighty enough to 
balance Rosing’s superior perform- 
ance. 

Savishna. Rosing. D-29025 — ^$1. [^ff$$]. 
Rosing’s remarkable sense of mimi- 
cry is a prime asset in this song, 
which he sings with fine effective- 
ness. 

Songs and Dances of Death. Rosing. D- 
29023-4 — $2. [**ff$$]. Moishe Rudi- 
novj. G-Set 5 — ^$4.50. [*ff$$$]. 

Gorin. 1^-2036-7 — $1.50. [**f$$]. 

My preference is for the secure 
mastery of Rosing’s singing, for his 
comprehension of the text and his 
projection of its complete signifi- 
cance. The Rudinow version is a not 
unworthy contestant for that prefer- 
ence, but his voice is thewy, and the 
recording of it poor. The price of 
the records, too, is excessive. Gorin 
is undoubtedly a better singer than 
either, which serves him well in the 
lyric sections of the music; but he 
understates much of the material, 
allowing point after point to escape 
proper emphasis. His voice is well- 
reproduced. 

Songs ond Dances of Death (Nos. 3 and 4 


only). Antoinette Tikanova, contralto. 
D-2S718— $.75. [*ff$$]. 

Tikanova’s capable but reedy sing- 
ing of “Death’s Serenade” and 
“Field Marshal Death” is presented 
with an unimpressive orchestral ac- 
companiment. There are few women 
who can cope with the dramatic 
needs of this music, and Tikanova 
is not one of them. 

Song of the Flea, the. Chaliapin. ^-6783" 
— $1. [**ff$$]. The same. T-14901-- 
$1. [**f$$]. Rosing. jD-25197 — ^$.75. 
[^ff$$]. La<wrence Tibhett. ^"-7779 
— $1. [♦^f$$]. 

The second of the two Chaliapin 
versions was made in Japan during 
a world tour by the basso a decade 
ago. There is, in both, the individ- 
uality of treatment that made this 
a virtuoso item of Chaliapin’s 
repertory; but No. 6783 has a good 
deal more vocal strength and color- 
ing. Rosing’s performance is a finely 
imaginative one, prefaced by his 
own verbal program notes in Eng- 
lish. However, his voice is much 
inferior to Chaliapin’s. As for the 
Tibbett, it is offered in a dubious 
English version, sung with amazing 
exaggeration and ludicrous melo- 
drama. 

Star, the. Rosing. D-29021 — ^$1. [**ff$$]. 
Gorin. V-20%% — ^$.75. [**f$$]. 

The poetry of Rosing’s conception 
makes its effect despite the greater 
suavity of Gorin’s voice. However, 
the latter is decidedly a limited 
interpreter, adding little, through 
premeditation and conscious effort, 
to the inherent sound of his voice. 

To the Dnieper. Rosing. D-29021 — $1. 
[**f$$]. 

This music is a trifle heavy for 
Rosing’s voice, and the results are 
definitely below the best standards 
of this dependable artist. 

Yeremouska's Cradle Song. Rosing. D- 
29020 — $1. [**ff$$]. 

A MASTERFUL bit of singing by 
Rosing, especially the pianissimo 
ending. It is capably recorded. 
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MOZART, WOLFGANG AMADEUS 


BALLET 

Epreuve d'amoufi I'. Efrem Kurtz and 
the London Philharmonic Orchestra, 
C-69560— $1. 

The record collector can thank the 
Russian ballet for the opportunity 
to hear this music, as it is known 
today only as background for such 
a work. Kurtz conducts the com- 
petent arrangement of Ludwig Seitz 
with charming style and proper 
rhythmic emphasis. Both the playing 
of the orchestra and its reproduc- 
tion are thoroughly good. 


MUSIC 

Petits riens, les. Leo Blech and the 
London Symphony Orchestra, V- 

11445 — ^$1, 

Included on this disk are the fol- 
lowing excerpts from the ballet 
suite: the Overture and dances No. 
6, 10, and 12. However, the or- 
chestra is too big for the needs of 
the music, and Blech’s emphatic 
style does not lighten the weight of 
sound that is heard. The recording 
is quite satisfactory. 


CONCERTOS 

ORCHESTRA AND BASSOON 


In B flat^ Kochel 191. Ferdinand Oubra- 
dosj v?iih orchestra conducted by 
Eugene Bigot. V-Set 704 — ^$2.50. 
[*’''fff$$]. Archie Camden njoith or- 
chestra conducted by Sir Hamilton 
Harty, C-Set 71 — 3.50. [*f$$]. 
Mozart^s independence of thought, 
his inspired estimation of an in- 
strument’s true capacities are bril- 
liantly exemplified in this work, 
which is remarkably true to the 
bassoon’s inherent character and 


very different from the common 
opinion of it Oubrados treats the 
wonderfully lyric richness of the 
work with lovely tonal suavity and 
many subtleties of phrasing. The 
direction of Bigot is first-rate, and 
the recording efficiency itself. The 
much older Camden recording is ex- 
ceeded in every way by this newer 
album and, not least of all, in the 
matter of economy. 


ORCHESTRA AND CLARINET 


In A mojor, K. 62Z Reginald Kell, fwith 
the London Philharmonic Orchestra 
conducted by Malcolm Sargent. V- 
Set 708— $4. [**ff$$]. 

Kell’s finely virile musical feeling, 
his broad understanding and sen- 
sitivity are admirably translated into 

ORCHESTRA 

No. 1 in G major, K. 313. Marcel Moyse 
and symphony orchestra conducted 
by Bigot. F-Sef 396— $3.50. [**ff$$]. 
There is nothing but virtue in 
Moyse’s treatment of this work, but 
possibly a slight excess of that 
quality. It is alert, responsive, un- 
ceasingly musical playing, with a 


sound here. I can imagine a more 
lovely sound from his instrument, 
but it is warmly tempered to the 
line of this music. Sargent conducts 
splendidly, and the recorded balance 
is first-rate, the tonal values highly 
satisfying. 

AND FLUTE 

little more prominence of the solo 
instrument than a modest interpreter 
would permit himself. This detail 
aside, it is first-rate. 

No. 2 in D major, K. 314. Moyse and 
symphony orchestra conducted by 
Bigot. F^Set [♦♦£!$$]. 

Another brilliantly clean perform^ 
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ance by Moyse, and again to be 
admired for everything save the 
projection of the solo instrument at 
the expense of the integral back- 


ground. It is perhaps a shade less 
objectionable here, as there is little 
but virtuoso content in this work 
anyway. The recording is good. 


ORCHESTRA, FLl 

In C major, K. 299. Marcel Moyse, 
flute, and Lily Las kin e, harp, ^ith 
orchestra conducted by Piero Cop- 
pola. V-Set 141— $3.50. [**ff$$]. 

So FAR as my ears are the judge, 
this is essentially a work for flutists 
and harpists, despite the anxious 

ORCHESTRA 

No. 3 in E flat, K. 447. Aubrey Brain 
and the BBC Orchestra directed by 
Adrian Boult. V-Set 829 — $2.50. 
[**fff$$]. 

Brain’s virtuosity has ennobled more 
than one recording in this volume, 
and an opportunity to hear him in 
this work has been long overdue. 


JTE, AND HARP 

efforts of Moyse and Laskine to 
convince one otherwise. It is dis- 
tinctly inferior Mozart, though neatly 
scored and expertly played by the 
two soloists. Coppola directs with 
musicianly thoroughness. 

AND HORN 

However the reward is a perform- 
ance of exquisite feeling and quite 
remarkable technical control. He 
handles his difficult instrument with 
fine skill and the accompaniment pro- 
vided by Boult is thoroughly com- 
plementary to the accomplishment of 
the soloist. 


ORCHESTRA AND PIANO 


No. 9 in E flat, K. 271. Walter Gies eking 
and the Berlin State Opera Orchestra 
conducted by Hans Rosbaud. C-Set 
291— $4.50. [**fff$$]. 

Gieseking’s agile, well-controlled 
fingers are the mechanical means of 
a sprightly, beautifully graduated 
performance. Further, the concept 
is founded on a finely studied esti- 
mate of the music in this attractive 
work. Rosbaud is capable, and the 
recording is very good. 

No. 12 in A major, K. 414. Kathleen 
Long and the Boyd Neel Orchestra, 

D-255^9-31— [*ff$$]. 

One could hardly recommend this 
as a brilliant specimen of recording, 
but the playing is straightforward 
and eflScient, the spirit of the work 
well understood. Actually the re- 
cording is not as much an annoy- 
ance as the surface noise, which is 
frequently louder than the music. 

No. 14 in E flat, K. 449. Rudolf Serkin 
and the Adolf Busch Chamber 
Players. V-Set 657— $3.50* 

Long and the Boyd Neel Orchestra. 
jD-25S32-34— $2.25. ['^ff$$]. 


Were the mechanical factors of 
these two recordings on a parity, 
there would be greater difficulty in 
deciding the preferable one, for 
Serkin’s treatment of this score is 
by no means incomparably superior 
to Long’s. However, he benefits not 
only from the marked clarity and 
fidelity of the Victor recording but 
also from the subtlety of Busch and 
his fine little orchestra. There are 
merits to be discerned in the Long- 
Neel performance, but they are con- 
stantly obscured by the flaws of the 
recording and the pressing. 

No. 15 in B flat, K. 450. Elly Ney, ^th 
a chamber orchestra conducted by 
Willem van Hoogstraten. V-Set 365 
—$3.50. [*ff$$]. 

Despite the relatively high number 
of this album in the Victor list, it 
is not nearly sb recent a recording 
as that suggests, but dates from the 
early ’thirties. Ney plays with firm- 
ness and precision but also with a 
hard tonal quality. The orchestra is 
qualified to do more than Van 
Hoogstraten asks of it. 
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No. 17 in G major^ K. 453 , Edvnn 
Fischer and his Chamber Orchestra, 
V-Set 481 — ^$3.50. Ernst 

‘Don Dohnanyi and the Budapest 
Philharmonic Orchestraj conducted 
by Dohnanyi. C-Set iii — ^$4.50. 

Those who estimate recorded fidelity 
as a major factor in the attraction 
of an album will not be satisfied 
with the Dohnanyi set, for it is 
thinnish in the upper strings, and 
the piano is often tinkly. However, 
others will give it close considera- 
tion, for there is lovely warmth and 
imagination in the playing, a quality 
of expansiveness that Fischer, for 
all his estimable traits, does not 
parallel. As an entity, the Fischer 
set is certainly superior; but such 
qualities as Dohnanyi offers are 
difficult to ignore. 

No. 19 in F major, K. 459 . Artur Schna- 
bel <imth the London Symphony Or- 
chestra directed by Malcolm Sargent, 
V-Set 389— -$4. [**fff$$]. Georges 
Boskoff ‘ivith the Philharmonic Or- 
chestra of Paris conducted^ by G. 
Cloez. D-25041-3 — $2.25. [*f$$]. 

The mature delights of this splendid 
work are deeply understood by 
Schnabel and Sargent, who collabo- 
rate in a reading of much emphasis 
and infinite modulation. The record- 
ing is strong and clear. Boskoff’s 
effort is not without respectable 
traits, but the spirit of the perform- 
ance is much too academic for the 
content of the work. Also, the re- 
cording is thin, the piano particu- 
larly unsatisfactory. 

No. 20 in D minor, K. 466 . Fischer , ‘vdth 
the London Philharmonic Orchestra 
under Sargent, V-Set 223 — ^$4.50. 
[**fff$$]l. Bruno Walter, piano, 
fwith the Vienna Philharmonic Or- 
chestra under his o‘um direction, V- 
Set 420 — ^$4.50. [**ff$$]. Iturbi and 
the Rochester Philharmonic, V-Set 
794— $ 4 ; 50 . 

There is no precise line of distinc- 
tion between the first two perform- 


ances, for both have excellent 
qualities as well as a failing or 
two. Walter’s feeling for the work 
is unmistakable, and he has suffi- 
cient piano technique to make it 
apparent; but that feeling sometimes 
flows over into sentimentality. 
Fischer’s performance is not quite so 
amply recorded, but the proportions 
of the playing are more rigorously 
controlled. Incidentally the ensemble 
in the latter performance is steadier, 
for Walter’s mastery of the dual 
duties of pianist and conductor is 
not altogether convincing. The 
newer Iturbi version is indubitably 
the loudest of the three, but I do not 
find his tinkle attractive in this 
music. Moreover, his treatment of 
the orchestra part, which he leads 
himself, is inferior to both Walter’s 
and Sargent’s. 

No. 21 in C major, K. 467 . Schnabel and 
the London Symphony Orchestra con- 
ducted by Sargent. V-Set 486 — $4.50. 
[*fff$$]. 

The qualities that have won Schna- 
bel a following of fanatical de- 
votion are here mustered more 
successfully than on any but a hand- 
ful of other recordings. All the 
superb musicianship of the artist, 
his sensitivity to the slightest sug- 
gestions of the music are employed 
to the enrichment of a score which 
is, of itself, one of the wonders of 
Mozart’s genius. Sargent is a re- 
sponsive associate. The recording is 
thin at the top, and there is some 
brittleness in the reproduction of 
Schnabel’s tone, but it is acceptable. 

No. 22 in E flat, K. 482 . Ed‘imn Fischer 
‘with orchestra conducted by John 
Barbirolli. V-Set 316 — $4.50. [*ff$$]. 
Fischer’s unvarying competence is a 
firm reliance here, even though the 
playing has the slightly dusty flavor 
of any interpretation so completely 
premeditated as this one. However, 
one is wholly grateful for the deft, 
precise emphasis of Fischer, his in- 
evitable good taste. Neither the 
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piano nor the orchestra directed by 
Barbirolli is as well-reproduced as 
one expects to hear them at present. 
No. 23 in A major, K. 488 . Artur Rubin-^ 
stein, «imth the London Symphony 
Orchestra conducted hy John Bar- 
hirollL V-Set 147 — ^$3.50. 
Marguerite Long and orchestra 
conducted by Philippe GauberU C- 
Set 261 — $3.50. [^f$$]. 

Mozartians may contend that Rubin- 
stein^s playing is a trifle spicy for 
this work, but the obvious enthusiasm 
of his performance plus the un- 
limited deftness of his fingers are 
most disarming. Together with the 
impulsive conducting of Barbirolli, 
the collaboration is sometimes more 
rash than composed, but the work 
emerges with so much buoyancy 
and high spirits that its excesses 
can be forgiven. Long’s version is 
a good deal more leisurely, much 
inferior in verve, and altogether 
ladylike, pianistically and orches- 
trally. Neither recording is as good 
as one would prefer, but the 
Columbia is the poorer of the two. 

No. 24 in C minor, K. 491 . Robert 
Casadesus, viith orchestra conducted 
hy Eugene Bigot C-Set 356 — $4.50. 
[**fff$$]. Edviin Fischer vsith the 
London Philharmonic Orchestra con- 
ducted by La^wrance Colling<u}ood* 
V-Set 482—14.50. [**ff$$]. 

Grace and vitality are beautifully 
combined in the Casadesus perform- 
ance, also a superior sense of style 
and finely varied piano tone. 
Severity is the essence of the Fischer 
reading, and a rather repelling es- 
sence when administered so un- 
yieldingly. Since Bigot is a capable 
musician and his good orchestra is 
well-recorded, my preference is for 


the version of the French collabora- 
tors. The recordings are, mechani- 
cally, about on a par. 

No. 26 in D major ("Coronation"), K. 
537 . W anda Landonssska, piano, and 
a chamber orchestra conducted by 
Walter Goehr, V-Set 483 — ^$4.50. 
[**ff$$]. Magda Tagliafero, ^joith 
the Pasdeloup Orchestra conducted 
by Reynaldo Hahn, D-25634-7 — $3. 
[*f$$$]. 

Those who are acquainted with 
Landowska only through her repu- 
tation or playing of smaller works 
than this are likely to find the en- 
counter a disappointment. It is, to 
be sure, forthright, beautifully 
shaded playing, but finesse is in- 
clined to become prominent for it- 
self rather than as an integral 
part of the conception. In addition, 
neither the orchestra nor Conductor 
Goehr is qualified to give Landow- 
ska the kind of support she re- 
quires. There is not much to be 
said for the Tagliafero-Hahn ver- 
sion, for the recording is distress- 
ingly bad. 

No. 27 in B flat, K. 595 . Schnabel and 
the London Symphony Orchestra con- 
ducted by John Barbirolli, V-Set 240 
-$4.50. [*fff$$]. 

In subject matter and formal scope 
this is one of the biggest of Mozart’s 
concertos, a fact that Schnabel ap- 
praises at its proper importance. His 
playing is finely energetic, full of 
the strength the music requires, and 
yet scaled properly. However, Bar- 
birolli’s conducting of the orchestral 
interludes is not so authoritative as 
it could be, and the recording (now 
nearly eight years old) is not so 
full and well-detailed as present 
standards require. 


ORCHESTRA AND TWO PIANOS 


In E flat, K. 365 . Artur and Karl Ulrich 
Schnabel, with the London Sym- 
phony Orchestra conducted hy 
Adrian Boult. V-Set 484 — $3.50. 
[^ff$$]. Jo si and Amparo Iturbi, 


with Jose Iturbi conducting the 
Rochester Philharmonic Orchestra, 
V-Set 732— $3-50. [***f$$]. 

Between the families Schnabel and 
Iturbi the choice, as Mozart inter- 
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preters, must inevitably be the 
father and son rather than the sister 
and brother. There is a good deal 
more brightness and volume in the 
Iturbi recording, but the result is 
to emphasize their percussive, jangly 
treatment of the piano, which has 
never, in my estimation, been to the 

ORCHESTRA 

No. 3 in G, K. 216 . Menuhin and the 
Paris Symphony Orchestra conducted 
hy Georges Enesco. V~Set 485 — $3.50. 
[^ff$$]. Huhermann and the Vienna 
Philharmonic Orchestra conducted 
hy* Is say Dohrown. C-Set 258 — 
$3,50. [*f$$$]. 

It would be easy to assert a specious 
superiority by a preference for the 
Hubermann performance rather than 
that of the youth who may (if the 
cycle is fulfilled) be the Hubermann 
of 1970. To be sure, there is an 
intellectual urge in Hubermann’s 
playing, a driving surge of mental 
animation that is absent from 
Menuhin’s. But there is also a good 
deal of coarseness in his tone, an oc- 
casional burst of aspiration-to- 
eloquence that exceeds the capacities 
of the instrument. There is no 
such commanding character in the 
Menuhin performance, but, instead, 
a rounded, well-realized statement 
of the score that is soundly musi- 
cal and sturdily violinistic. Also, 
Enesco’s treatment of the orchestral 
score is more considerate than 
Dobr Owen’s. 

No. 4 in D, K. 218. Szigeti and the 
London Philharmonic Orchestra coU’^ 
ducted by Beecham. C-Set 224 — 
$3-50* [*fff$$]. Kreisler and the 
London Philharmonic Orchestra con- 
ducted by Malcolm SargenU V-Sef 
623 ~$ 3 . 5 o. [**ff$$]. 

There is undoubtedly a larger quan- 
tity of sound, solo and ensemble, to 
be heard on the Kreisler recording 
than on the older one of Szigeti, but 
the niceties of treatment, the anima- 
tions of spirit that make the latter 


advantage of Mozart. The playing 
of the Schnabels is not without 
flaws, but lack of comprehension or 
musicianship is not one of them. The 
recording, on the whole, is quite 
satisfactory for the dynamic and 
tonal requirements of the work. 

AND VIOLIN 

outstanding are quite unique. Then, 
too, there is the incisive, beautifully 
detailed accompaniment of Beecham 
as an expansion of Szigeti’s concep- 
tion. The Kreisler performance is 
more accurate than most other 
phonographic ones of his in re- 
cent years, but his approach is 
definitely a piacere — and his pleas- 
ure is not always Mozart’s. How- 
ever, Kreisler enthusiasts are com- 
mended to this as one of the best 
recorded examples of his art. 

No. 5 in A major, K. 219. Heifetz and 
the London Philharmonic Orchestra 
conducted hy Barbirolli. V-Set 254 
—$4.50. P^fff$$]. Josef fVolfsthal, 
*wtth orchestra conducted hy Prieder 
W eissmann. D-25 102-5 — $3- 
Even if the recorded quality of these 
two sets were reversed (which, for- 
tunately, they are not), one would 
prefer the remarkably vitalized 
elegance of Heifetz to the dutiful 
‘^style” of Wolfsthal. Here is the pre- 
eminent Heifetz — dexterous, taste- 
ful, infinitely assured and sensitive. 
Barbirolli, too, exceeds the disquali- 
fying “competent” in this effort, 
taking a proportionate share in an 
accomplishment that is one of the 
proudest in the recorded literature. 
Along with its other limiting factors, 
the Wolfsthal version is poorly re- 
corded. 

No. 7 in D major, K. 271. Menuhin, nmih 
orchestra under the direction of 
Enesco. V-Set 231 — $4.50. [*f$$]. 
The wiry, almost irritating quality 
of Menuhin’s tone here (in no way 
the fault of the recording engineers) 
is an impediment to the enjoyment 
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of a performance that is otherwise 
admirably energetic, powered by 
grace and lyric feeling. Both the 
soloist and the orchestra directed 
by Enesco have a tendency to jerky 
accentuation, which is partially pres- 
ent in the music but much empha- 
sized in the performance. Aside 
from the sound of Menuhin’s tone, 
the reproduction lacks mellowness. 

In D major ("the Adelaide"), without 
Kochei number. Menuhin^ nx}ith the 
Paris Symphony Orchestra con-- 
ducted by Pierre Monteux. V-Set 
246— $3.50. [**ff$$]. 

DEUTSCHE 

Set of Six, K. 509 . Hans Knapp erts- 
husch, fiaith an unidentified orches^ 
tra, jD-20057 — $.50. [*f$$]. 

The conducting is somewhat plod- 
ding, but there is a reasonable spirit 
in the performance nevertheless. 
The orchestra is passable, the re- 
cording satisfactory. 

Set of Six, K. 600 . Ormandy and the 
Minneapolis Symphony Orchestra, 
^-1722-3 — $1.50. [**ff$$]. Knap- 

pertshusch and an unidentified or- 
chestra, D-20058 — $.50. pf$$]. 


Possibly because it is not included 
in the recognized series of violin 
concertos, this work is not often 
heard, and even more seldom in a 
reading as sprightly and winning as 
Menuhin’s. There is less challeng- 
ing substance in this score than in 
several of those listed above, but 
Monteux propounds a virtual dis- 
sertation on Mozartian emphasis 
and proportion in his splendid treat- 
ment of the orchestral score. The re- 
cording is clean, sonorous, and care- 
fully balanced. 

TANZE 

Despite the discrepancy in price, 
there is decided attractiveness in 
the Ormandy version. In addition to 
the six dances listed for each re- 
cording, his includes one of K. 602 
and two of K. 605. The playing is 
a little strenuous, but otherwise 
ciEcient. Knappertsbusch’s version 
is much like the disk noted above 
and, for the price, a fair enough 
value. 


DIVERTIMENTOS 


No. 2 in D, K. 131 (Minuet only). 
Beecham and the Royal Philhar- 
monic Orchestra. C-68646 — $1. 

The recording here does not com- 
pare with those of Beecham to which 
one is accustomed today, but there 
is charm in the music and spirit in 
the performance of it. 

No. 3 in D niajor, K. 136 . Boyd Neel and 
his String Orchestra. D-25536-7 — 
$1.50. [*ff$$]. 

According to Cobbett this work may 
be considered a quartet — but it is 
more in the mold of the diverti- 
mentos and is so listed here. Neel 
performs the ingratiating music 
with fine energy, though the record- 
ing is a bit fuzzy. 

No. 5 in F, K. 138 . Boyd Neel and his 


String Orchestra. D-25537-8 — $1.50. 
[*ff$$]. 

See entry above. 

No. 10 in F, K. 247 . Ormandy and the 
Philadelphia Orchestra. V-Set 60 $ — 
$3. [*ff$$]. 

The lack of character in the playing 
is emphasized by the boisterous, 
echoey recording. This is not par- 
ticularly good Mozart, and hardly 
an impressive example of recording. 
No. 15 in B flat, K. 287 . Arthur Fiedler 
conducting his Sinjonietta. V-Set 
434 — $4.15. [**ff$$]. Joseph Szigeti 
and a chamber orchestra led by Max 
Goberman, C-Set 322 — $4.50. 
[*fff$$]. 

There is no direct comparison pos- 
sible between these two perform- 
ances, for the point of view that 
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motivates each is quite different. I 
can see justification for SzigetPs 
attitude that the violin part is suffi- 
ciently important to be treated solo- 
istically, but the musical capacities 
of the men directed by Goberman 
are not reliable. And, despite the 
vitality and fervor of Szigeti’s indi- 
vidual performance, there is more 
rounded merit in the less ambitious 
version under Fiedler. In addition 
the latter is recorded with far more 
clarity and distinctly better balance. 

No. 17 in D, K. 334. Len^r String Quar- 
tet j A. and D. Brain, horns. C-Set 
379— $5.50. [**ff$$]. Sir Hamilton 
Harty directing the London PhiU 
harmonic Orchestra. C-Set Z07— • 
$3.50. Pfff$$]. 

Here again there is 


schism in attitude between the large- 
scaled performance under Harty 
and the more intimate one of the 
Leners. Curiously, however, there is 
more exhibitionism in the quartet- 
plus-horns performance, with Lener 
virtually a soloist against the quin- 
tet background. But there are two 
additional factors to be considered 
— the Harty version includes only 
four of the six movements, whereas 
the Lener interpretation covers the 
whole score; and the latter is a 
good deal more faithful to the sound 
of strings and horns. Thus, despite 
its conspicuous deficiencies, the 
Lener edition must be the reluctant 
choice. 

in E flat, K. 563. 

See under Trios, String, p. z%y. 


a decided 

INCIDENTAL MUSIC 


King of Thames, K, 345: Two Entr' actes. 

Mitrofoulos and the Minneapolis 
Orchestra. C- 11578 — $ 1 . P*ff$$]. ^ 
The most engaging element of this 
disk is the Gluckish atmosphere of 


the second side, forcibly underlined 
by Mitropoulos. His treatment is 
often tense and overwrought, but 
invariably vital. The recording is 
fairly good. 


MOTETS 


Exsultate, Jubilote, K. 165. (Allelujah 
only). Ria Ginster, soprano, <imth 
orchestra. D-z$x 67 — ^$.75. [*ff$$]. 

Sigrid Onegin. F-X367 — ^$.75. 
[*ff$$]. Deanna Durbin. D-3061 — 

$.35. 

Ginster^s clear-voiced, fluent, and 
musical performance is more at- 
tractive to me than the clear-voiced 
and musical (but not fluent) singing 
of Onegin. There is a sense of 
effort in the singing of Onegin that 
is lacking in the Ginster. The re- 
cordings are about on a par. The 
Durbin record is one of her earliest, 
and a charming example of pro- 
digious talent, quite innocent of 
musical sophistication. 


Ave Verum, K. 618. Strasbourg Cathe- 
dral Choir. C-69488— $1. [**fff$$]. 
The exaltation in this music is 
beautifully realized, with a temper 
and balance of expression that are 
quite remarkable. Though the re- 
production is a trifle muffled, the 
total effect is truly grandiose. 

Et tncarnatus est, K. 427. Ria Ginster, 
soprano. D-25167 — ^$.75. [*ff$$]. 
Ginster’s characteristic brilliance of 
sound, her secure, understanding 
musicianship are both to be heard 
consistently through this work. The 
recording is thinnish, but the quality 
of singing is worth the effort neces- 
sary to hear it. 


OPERAS 

U CLEMENZA DI TITO 


Overture. Bruno JValter directing the Asn>E from an echo that is char- 

Vienna Philharmonic Orchestra. V- acteristic of the Vienna Philhar- 

12526 — $1. [**ff$$]. monic recordings of the time when 
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this one was made, the technical ough comprehension of the style 

properties of this disk are tolerably and an obvious affection for the 

good. Walter conducts with a thor- music. 

COSI FAN'TUTTE 


Complete opera. Fritz Busch conducting 
the Glyndehourne Festival Orchestra 
and Chorus viith Ina Souez {Fiordi- 
ligi), Luise Helletsgruher {Dora- 
hella)y Heddle Nash {Ferrando)y 
Willi Domgraf-F as sb Under {Gug- 
lielmo), John Brovinlee {Don Al- 
fonso) ^ and Irene Eisinger {Des- 
fina), V-Sets 812, 813, and 814 — 
$21.50. [♦*fff$$]. 

Though this was one of the earliest 
Mozart operas to be recorded com- 
plete (it dates from the festival of 
1935) > its appearance here has been 
delayed deplorably. However, that 
is only one more reason for en- 
dorsing its manifold catalogue of 
virtues. It is, for one thing, the best 
balanced in casting, of the Glynde- 
bourne volumes, partially because 
the cast is a compact unit; and since 
the opera is essentially a series of 
ensembles, this is the cue to the 
excellence of this recording. Of 
course, the mood and atmosphere 
are established by the invincible 
Busch, who directs with unflagging 
understanding and enthusiasm. An- 
other element of virtue is the excel- 
lent brochure by Walter Legge in- 
cluded with these albums. 

Overture. Boult and the BBC Orchestra. 
F-11714-— $1. [*ff$$]. 

This is a creditable routine per- 
formance, but hardly an exhaustive 


survey of the possibilities in the 
music. It is capably recorded. 

Come scoglio. Ina SoueZj vsith orches- 
tra conducted by Clarence Faybould. 
(7-9104 — ^$1. Lina Pagliughi, 

<with Milan Symphony conducted by 
Ugo Tansini. 29-29018 — $1. [*ff$$$]. 
The Souez voice is somewhat dark 
and thick-textured for this music, 
but her treatment is much prefer- 
able to that of the birdlike, un- 
thinking Pagliughi. It must be said 
that the latter is a good deal more 
impressive on this disk, both as 
vocalist and stylist, than when she 
appeared in New York several years 
ago, but the room for improvement 
permitted by this qualification is con- 
siderable. However, Souez is plainly 
the more mature singer, musically, 
and her voice is better reproduced. 

Fro gli omplcssi. Ina Souez, soprano, 
‘and Heddle Nash, tenor, voith or- 
chestra conducted by Clarence Ray- 
hould. 27-9 104 — [**ff$$]. 

Nash is inclined to gurgle rather 
than produce his voice, but the 
quality of it is nevertheless quite 
pleasant. Together with Souez he 
projects a sensitive conception of the 
duet, though it is not overwhelm- 
ing in sheer vocal quality. The 
accompaniment under Raybould’s 
direction is satisfactory. 


DON GIOVANNI 


Compete opera. Fritz Busch conducting 
the Glynde bourne Festival Orches- 
tra, and Chorus voith John Brovinlee 
{Don Giovanni), Salvatore Bacca- 
loni {Leporello), Ina Souez {Donna 
Anna), Kolomann Pataky {Ottavio), 
Audrey Mildntay {Zerlina), Luise 
Helletsgruber {Elvira), and Roy 
Henderson {Masetto). V-Sets 423- 
4-5— $24*50. [***fff$$]. 

Whether this is the best cast of 


contemporary singers that could be 
gathered together for a recording 
is less important than that this gen- 
erally able group has had the bene- 
fit of arduous rehearsal under 
Busch, the collaboration of excep- 
tionally good recording, and the 
backing of a highly skillful orches- 
tra. Thus the product is an en- 
semble such as one can hear in few 
opera houses today or is likely to 
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hear for years to come. Spurred by 
Busch’s demanding baton, the per- 
formers are impelled to efforts of 
splendid technical soundness and 
unrelenting musical animation. 
Brownlee’s Don is far more effective 
on disks than it is in the opera 
house, his command of the recitative 
an unending stimulation. Baccaloni 
is a better Leporello here than he 
was on the air (from the Metro- 
politan) simply because he was not 
conscious of himself as a virtuoso 
when these records were made. 
Pataky is better than fair, and the 
women are all above the average. 
Given this workable ' material, 
Busch has hammered out a perform- 
ance that is one of the richest treas- 
ures of the phonograph, and a land- 
mark in the dissemination of 
Mozartian appreciation. It should 
be repeated again that the recording 
is superlatively good. 

Overture. Beecham and the London 
Bhilharmonic Orchestra. (7-70365 — 
$1. [***11$$]. Weissmann conduct- 
ing an unidentified orchestra. D- 
25040 --$. 75 . [*f$$]. 

The Beecham record would out- 
distance a more formidable com- 
petitor than the Weissmann version, 
which is poorly recorded and marred 
by an especially noisy pressing. 
However, there is nothing but virtue 
in the Beecham interpretation: the 
emphasis here is on drama, and with 
finely calculated effect The orches- 
tra plays splendidly, and it is re- 
produced with sonorous fidelity. 

Madomina. Salvatore Baccaloni, vnth 
orchestra conducted hy Erich Leins^ 
dorf. C-71048 — ^$1. [**ff$$]. G^r- 
hard Hiisch, vnth orchestra. D-20022 
—$.50. [*f$]. 

There are few artists of our time 
who have specialized so intensely 
in this role as Baccaloni, and his 
treatment of the aria is certainly an 
impressive example of virtuosity. 
However, it is also a good deal 
broader than this same singer’s 


treatment in the complete Glynde- 
bourne set, in which Busch exer- 
cised a restraint that was, appar- 
ently, beyond Leinsdorf’s control. 
The orchestra is good if a bit small, 
and there is plenty of volume in 
the recording. It is a pleasure to 
hear so luscious a voice as Hiisch’s 
in this music, but he is much too 
courtly in his taunting of the help- 
less Elvira. Other deficiencies are 
the use of a German text and the 
faintness of the orchestral accom- 
paniment. However, for connois- 
seurs of Mozart it is a curio worth 
the price. 

La ci darem la mano. Ezio Binza, bass, 
and Elisabeth Rethberg, soprano. 
F-2154— $.75. [**ff$$]. Bettendorf, 
soprano, and Hiisch, baritone. D- 
20010 — $.50. [^ff$]. Margherita 

Berras, soprano, and Hiisch. /^-4374 

—$.75. 

Those who have admired Pinza’s 
Don at the Metropolitan will find a 
delectable memento of it in this 
wonderfully controlled treatment of 
his part in the duet. However, the 
answering voice supplied by Reth- 
berg is matronly rather than vir- 
ginal, far from the timbre that is 
wanted here. Moreover she is no 
longer able to control her tones con- 
sistently. But many will want to 
have this record just for the suavity 
in Pinza’s voice. Of the two ver- 
sions with Hiisch (both in German) 
there is better value in the Betten- 
dorf pairing, for she sings delight- 
fully. To be sure, the Perras-Husch 
effort is a better recording, but it 
offers little from a musical stand- 
point that is not present in the 
cheaper Decca disk. 

Don Ottavio, son morta; Or, sai chi 
Tonore. Margarete Bdumer, soprano, 
Werner Schupp, tenor, and orches- 
tra. D-20069 — $.50. [ff$$]. 

The principal reason for serious 
consideration of this disk is 
Baumer’s big, sonorous voice. How- 
ever, it is sometimes vague in pitch, 
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unable to accommodate the drama 
that the singer generates in this 
music. Schupp is a competent singer, 
and the anonymous conductor is 
capable. The recording, especially 
of the orchestra, is thin. A German 
text is used. 

Dalla sua pace. Tito Schifa, i^-1308 — 
$•75* [*ff$$]. Max HirzeL D-2Soig 
— ^$.75. [*ff$$]. Beniamino Gigli. 
F-15601— $1. [*^f$$]. 

There is not much to listen to on 
his disk besides Schipa’s voice, for 
the orchestra is undersized, but his 
artful treatment of the line, his 
tasteful style are a sizable satisfac- 
tion. Hirzel also sings with musical 
sensitivity, though his voice is very 
small, and a German text does not 
add to the attractions of the record- 
ing. As a specimen of reproduction 
the Gigli disk is the best of the 
three, but his conception of the music 
is absurd, his execution of it irri- 
tating. Lawrance Collingwood is 
credited with the direction of the 
orchestra, but it is doubtful that he 
is proud of it. 

Finch' han dal vino. Ezio Pinza, F-1467 
—$.75. [**ff$$]. Gerhard Husch. 
J9-20248 — ^$.50. [*f$$]. 

If this recording were wine of this 
year’s vintage rather than of ten 
years ago, one suspects that it 
would be much more creditable to 
Pinza, who has learned much about 
the Don in that time. However, there 
is fine spirit in the performance and 
certainly an abundance of voice. 
Hiisch has hardly the ebullience in 
his voice for this aria, and it is 
further depleted by the feeble re- 
cording. 

Batti, batti. Elisabeth Schumann. F- 
7076 — ^$1. [*ff$$]. Elisabeth Beth-- 
berg. F-7472 — $1. [*f$$]. Lucrezia 
Boru F-14614— $1. [**f$$]. 

It is somewhat disturbing to hear 
the accompanying cello louder than 
the solo voice, but enough is heard of 
Schumann’s superbly cultivated 
singing to atone for the vagaries of 


the recording. The other disks are 
notable for the evidence they offer 
of two celebrated singers’ treatment 
of a standard aria, but hardly in 
relation to the aria itself. Rethberg’s 
singing is less strident than it has 
been recently, but it is hardly com- 
parable to Schumann’s, whereas 
Bori’s short-breathed phrases, the 
reticence of the orchestra directed 
by Dr. Frank Black are both a 
hardship to Mozart. 

Serenata. Pinza. F- 1467— $.75. [**ff$$]. 
Hiisch. ^-20248 — $.50! [*ff$$3. Egon 
Petri, piano. (7-69736— •$!. [**ff$$]. 
Pinza’s intonation is not all that it 
might b,e, but he has an attractive 
feeling for the music and a fine 
comprehension of the mood. Minus 
quantities in the Hiisch performance 
are his use of a German text and 
the inferior recording. Petri uses 
the Busoni transcription and plays 
it enchantingly. The reproduction is 
good, but one must play the com- 
panion piece on the record to get at 
the Mozart 

Vcdrai carino. Bon. F-1846 — ^$.75. 
[*ff$$]. 

By careful conservation of her 
vocal resources (not too numerous 
when this recording was made in 
1938) Bori manages a warming, in- 
telligent performance. However, I 
am not entranced by the orchestral 
background. 

II mio tesoro. Schipa. F-1308 — ^$.75. 
[*ff$$]. Richard Crooks, nmih or- 
chestra directed by Wilfred Pel- 
letier. F-15235 — ^$1. [**f$$]. Max 
Hirzel. D-zsoi^ — ^$.75. [*ff$$]. 

Luigi Fort. C-4193 — $.75. [**f$$]. 
Gigli. F-15601— $1. [**f$$$]. 
Schipa’s performance was on record 
before any of the others in this 
group, but it has withstood the suc- 
cessive challenges triumphantly if 
not easily. His tempo is slow, the 
orchestra skimpy, but the general 
sense of the music is beautifully 
conveyed. Crooks sings nasally and 
with insufficient grace, Hirzel uses 
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a German text, and Fort cannot 
always resist his inclination to roll 
the text sonorously on his tongue. 
As for Gigli, he is unable to con- 
trol his weakness for sentimental- 
izing virtually everything he sings. 

Minuet. Landovjsha, harpsichord:, and 
orchestra. ^-1199 — ^$.75. pff$$]. 

DIE ENTFUHRUNG 

Overture. Clemens Krauss conducting 
the Vienna Philharmonic Orchestra, 
F-11Z43 — ^$1. W eissmann 

directing an unidentified orchestra. 
D-25155— $.75. [*f$$]. 

Despite an inclination of the or- 
chestra to get out of hand, there is 
generous animation in the Krauss 
performance, vigorous individuality. 
The recording is boomy and indis- 
tinct. Weissmann is handicapped 
by coarse recording and noisy sur- 
faces. At best his performance is a 
pleasantly routine one. 

Wcr ein Liebchen hat gefunden. Kipnis. 

T-1738— $.75. [*^ff$$]. 

The music rolls forth on tones of 
robust firmness and rich variety, 
controlled by Kipnis with fine art- 
istry. The reproduction is good. 

Konstanze, dich wiederzusehen. Herbert 
Ernst Groh. D-25866 — ^$.75. [*ff$$]. 
One would hardly call this a voice of 
the ages, but it has admirable flexi- 
bility, and Groh is a dependable 
musician. The recording is better 
than the Decca average. 

Durch Zartlichkeit. Lily Pons. D-z^oos 
■—$1. [*ff$$$]. 

This is fair enough singing, but I 
have not found, in the several ex- 
amples of her efforts, a true com- 
prehension by Pons of Mozart. She 


I CAN see no authenticity in this re- 
cording, for it corresponds to no 
usage of it in Mozart’s score. Lan- 
dowska plays the music tastefully, 
but the harpsichord is much too 
prominent in relation to the follow- 
ing ensemble. 

AUS DEM SERAIL 

uses a French text but sings the 
music as pure line, with little re- 
gard for inherent sense. G. Cloez 
conducts capably. 

Welcher Kummer herrscht. Marghe^ 
rita Perras, nuith the Berlin State 
Opera Orchestra conducted by 
Bruno Seidler- Winkler. ^'-12328— 
$1. [**ff$$]. 

From the all-too-few specimens of 
her art on records, Perras was one 
of the fine singers of the between- 
wars generation. Here she performs 
with cherishable intelligence, a rich 
appreciation of the music, and high 
vocal skill. Both the orchestra and 
the voice are well-recorded. 

Mortem oiler Arten. Maria Cebotari, 
nmth orchestra conducted by Robert 
Heger. D-20447-- $.50. [*ff$$]. Ria 
Ginster. T-7822 — $1. [**ff$$]. 
Gerald Moore provides a compre- 
hending accompaniment for Ginster 
from the piano, but the lack of an 
orchestra is a serious weakness of 
this disk. Also, though she sings in 
excellent pitch with good vocal 
quality, Ginster lacks some of the 
drama that Cebotari provides. De- 
spite the tubby recording, I would 
cite the latter’s performance as a 
better buy. 


LA FINTA GIARDINIERA 


Overture. Bruno Walter and the Vienna 
Philharmonic Orchestra, ^-12526 — 
$1. C**fff$$]. 

Apparently Walter has a special 
affection for this blithe little work, 

Zeffiretti lusinghieri. Vera Sch<u}arz. 
Z)-2036i — $. 50. [*ff$$]. 


for he illuminates its structure with 
revealing highlights and nuances. 
The playing is animated, the re- 
cording voluminous but a bit echoey. 


The merits of this recording are 
all modest ones, but it does provide 


IDOMENEO 
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the only phonographic opportunity 
to hear the music. A German text 
is used, and the reproduction is 
noisy. 

Ballet Music. Blech and the Berlin 
State Opera Orchestra. F-11407 — ^$1. 
[**ff$$]. 

LE N 0 Z 2 E 

Complete Opera. Fritz Busch conduct- 
ing the orchestra and chorus of the 
Glyndebourne Festival, voith Roy 
Henderson {the Count), Willy Dom- 
graf-Fassbaender {Figaro), Audrey 
Mildmay {Susanna), Aulikki Rau- 
iavjaara {Countess), Luise Hellets- 
gruher {Cherubino), and Heddle 
Nash {Basilio). V-Sets 313-14-15 — 
$18. 

The two elements indispensable to 
an apt performance of Mozart — 
spirited direction and a capable en- 
semble — are present in sufficient 
strength in this recording to make 
the three albums an obligatory part 
of every representative record col- 
lection. Indeed, it is the spirited 
direction of Busch that frequently 
makes the ensemble seem as capable 
as it is, for the singers (aside from 
Domgraf-Fassbaender, a splendid 
Figaro) are rather more a patch- 
work than in the subsequently re- 
leased Don Giovanni and Zauber- 
fiote. So much care has gone into 
the rehearsing and study of the 
score, however, that the musical and 
dramatic values are constantly close 
to the ear. The rather tentative plan 
of release originally followed in 
England (in which a first album of 
solos was followed by a second and 
third of concerted numbers) unfor- 
tunately leaves its mark on the re- 
issue here, but the rearrangement 
can be made with little hardship. 
The recording is superfine. 

Overture. Beecham and the London 
Philharmonic Orchestra. (7-69058 — 
$1. [**fff$$]. Kraus s and the Vienna 
Philharmonic Orchestra. ^-11242 — 
$1. [**f$$]. Ormandy and the 


The excerpts on the single side of 
this disk devoted to Idomeneo 
music are the Chaconne and Gavotte 
(Nos. I and 4 in the operatic 
sequence). Blech plays them em- 
phatically but tastefully. The re- 
cording is vibrant. 

Dl FIGARO 

Minneapolis Orchestra. ^-14325 — 
$1. [**f$$]. Molajoli and the Milan 
Symphony Orchestra. — ^$1. 

[*ff$$]. W eissmann conducting an 
unidentified orchestra. /)-25oi8 — 

$.75. 

The wonderful glisten and sheen of 
Beecham’s conception is brilliantly 
realized by the orchestra, as the ex- 
cellent recording attests. However, 
there is also much to hear in the 
vital, unconventional treatment un- 
der Krauss, for he makes a vastly 
more dramatic experience out of 
this work than one would consider 
possible. Moreover it is realized 
within the framework of Mozarfs 
score, though one doubts that this 
was the composer’s intention; and 
the recording is blurred by echo. 
There are only routine values in 
the other performances, marred, 
moreover, by poor recording except 
in the case of the Ormandy. 

Se a caso madama. Ezio Pinza and 
Elisabeth Rethberg. F-2154 — ^$.75. 
[*^ff$$]. 

The magnificent breadth .and free- 
dom of Pinza’s singing are modified 
in this music to the dexterous point 
that it requires, trimmed, one might 
say, with the edging of humor ap- 
propriate to it. For the first few 
measures Rethberg restrains the 
wobble in her voice, but it asserts 
itself unpleasantly when more vol- 
ume is required. The recording is 
good. 

Se vuol ballare. Husch. D-zooo^ — $-50. 
[*ff$$]. 

Husch’s light, warm voice is neatly 
suited to this music, and the re- 
sults are engaging if one can dis- 
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regard the German text. The or- 
chestra is small, the recording in- 
distinct. 

Vendetta, la. Salvatore Baccaloni, <tvith 
orchestra led hy Erich Leinsdorf. C- 

71193 — $1. 

Baccalomi’s blowsy, over-amplified 
voice is not attractive in this re- 
cording, though he generally makes 
much of the aria in actual perform- 
ances. The Leinsdorf-led orchestra 
is not so large as it might be. 

Non so piu cosa son. Luise HelletS’^ 
gruher, D-20028 — ^$.50. [*ff$$]. 

Schumann^ F-1431 — $.75. [*ff$$]. 
Helletsgruber’s delightful feeling 
for the role of Cherubino (which 
may be studied at greater length in 
the complete Figaro) is exemplified 
by her lively treatment of this aria. 
However, ^e German text will 
offend other than purists here, for it 
is an actual encumbrance on the 
singer, much less vocal than the 
original Italian. Schumann uses the 
authentic text and sings it well, 
though style, in her case, sometimes 
becomes affectation. Nevertheless it 
is the version I would prefer to 
own. 

Non pill andrai. Pinza, ninth orchestra 
directed hy Bruno Reibold. F-18015 
-~$i. [♦*fff$$]. Husch. D-20009— 
$.50. [*ff$$], Ralph Crane, r-20739 
—$.50. Pf$$]. 

The arousing challenge of this aria 
is flung forth by Pinza with splen- 
did resonlance and virility of style. 
Although the orchestra is not up to 
his exceptional level, it is better 
than the others in the Pinza-Reth- 
berg collection. Hiisch manages the 
musical patterns with ease, but his 
voice lacks the metal to ring out 
the splendor of this air. The record- 
ing is mediocre. Crane’s effort is 
only by courtesy included in this 
group, for it is an English adapta- 
tion titled ^The Blacksmith.” It is 
equally lacking in musical and me- 
chanical values. 

Porgi omor. Tiana Lemnifz, nmth or^ 


chestra conducted by Bruno Seidler- 
JVinkler, V-ist 7 % — $1. [**ff$$]. 

Rethberg. F-ziss — $-75. [^*ff$$]. 

The same. £>-20047 — $.50. [*ff$$]. 
Lehmann. — $.75. pff$$]. 

Aside from an excess of vibrato, 
Lemnitz’s voice is beautifully apt 
for this aria, which she sings with 
great dignity and reserve. The two 
Rethberg disks are separated by 
nearly a decade, as the disparity in 
vocal quality all too cruelly shows. 
However, there is an eloquent com- 
prehension of the music in the Victor 
disk; and though phrases are occa- 
sionally broken by gasps for breath, 
it is a better evidence of her skill 
than the poorly recorded Decca. 
Lehmann’s approach is too emotional 
for this restrained music, though un- 
questionably communicative. 

Yoi che sapete. Elisabeth Schumann. 
F-joyS — $1. [**fff$$]. Ginster, niiith 
orchestra conducted by Malcolm 
Sargent. F-7822—$i. [**ff$$]. H el- 
lets gruber. D-20028 — $.50. [*ff$$]. 

Lily Pons. D-20522 — $.50. [*f$$]. 
To JUDGE from this recording Schu- 
mann might have been the ideal 
Cherubino in her youth. It is instinct 
with understanding, the phrases 
molded with a musicianship that is 
both refined and animated. All this 
is expressed in a vocal quality of 
disarming loveliness. Ginster has 
feeling for the style, but it is a 
rather intellectualized, superficial 
statement of the music she delivers. 
However, the orchestra under Sar- 
gent is the best of those in this 
batch of records. Musicianship and 
vocal suitability are combined in 
the Helletsgruber performance, 
which, again, struggles against the 
inappropriate German text. Fluty 
tones and a French translation are 
disaffecting factors in the Pons ver- 
sion, which is poorly reproduced. 

Venite, inginocchiatevi. Elisabeth Schu- 
mann. ^-143 1 — ^$.75. [*^ff$$]. 
Schumann does a delightful job 
with this morsel — stylistic, lively, 
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and technically poised. The record- 
ing is satisfactory. 

Crudell, perche finora. Ezio Pinza and 
Elisabeth Rethberg, F-zisS — ^$*75* 

Rather than suggesting dalliance 
and intrigue, this performance im- 
presses one as the effort of two 
middle-aged people struggling with 
a rather ungrateful concert aria. 
There is little suggestion of the dra- 
matic situation in it, and even 
Pinza’s grace of spirit is subdued 
by Rethberg’s sobriety. 

Dove sono. Tiana Lemnitz. ^-15178— 
$1. [**ff$$]. Rethberg. F-18015 — ^$1. 

Meta Seinemeyer. D-2S071 

-$.75. 

The Seinemeyer version is the only 
one of these which is approximately 
complete, for the others lack the 
prefacing, and important, recitative. 
However, though Seinemeyer’s voice 
is a fine one, and her style is ad- 
mirable, the recording is fatally 
faint. Of the others, I prefer the 
Lemnitz, for the amount of move- 
ment in this music diminishes the 


annoyance caused by her vibrato in 
slower works. The orchestra is large 
enough and well-directed by Seidler- 
Winkler. Those who want a keep- 
sake of recent Metropolitan perform- 
ances will find it in the Rethberg 
disk, though the uncertainty of her 
voice and the vagaries of her in- 
tonation disqualify it for other pur- 
poses. 

Deh vieni, non tardar. Lucrezia Bori. 
F- 14614—$!. [**ff$$]. Lotte Leh- 
mann^ Z)-20279 — ^$.50. [*ff$$]. 

There is a good deal of artfulness, 
as well as a certain amount of art, 
in Bori’s singing. Her voice is rather 
better in this disk than in most 
others in the collection she made a 
few years ago, but there is more 
simulation of a feeling for the 
music than an actual comprehension 
of it. Lehmann’s performance is 
abundant in that integral under- 
standing, but it frequently flows over 
from eloquence into sentimentality. 
Bori’s version includes the recita- 
tive; Lehmann’s lacks it. 


11 RE PASTORE 


L'amero soro costante. Rethberg, F- 

7472—$!. [**ff$$]. 

Aside from a slight pinching of top 
tones, Rethberg’s voice is well- 
managed here and fairly representa- 


tive of her ability at its prime. 
Musically and interpretatively it is 
a first-rate effort, and the recording 
is good. 


DIE ZAUBERFLOTE 


Complete Version. Sir Thomas Beecham 
conducting the Berlin Philharmonic 
Orchestra ^mth Tiana Lemnitz 
{P amino), Erna Berger {Queen of 
the Night), W. Strienz {Sorastro), 
Helge Roswdnge {T amino), and 
Gerhard Hiisch {Papageno). V-Sets 
541-2 — ^$19.50. [***fff$$]. 

Though this is not one of the 
Glyndebourne set, it is splendidly 
faithful to that excelling standard. 
Those who have had no previous 
experience with Beecham as an 
opera conductor will find in these 
records evidence of an ability equiv- 


alent to the best he has shown in 
the symphonic field, which means a 
parity — in sympathy, animation, 
and scholarship — ^with the most ex- 
alted names of the day. He exer- 
cises a superbly conscientious super- 
vision over the performance, aided 
by a splendid group of performers 
and an orchestra of the first rank. 
Lemnitz is both a mature and a 
fresh-voiced Pamina, Erna Berger 
the finest Queen of the Night who 
has put her voice on records. There 
is equal excellence in the corps of 
men, for Strienz is a magnificent 
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basso, Roswange an ideal Tamino, 
and Hiisch a suave Papageno. If 
there must be a complaint, it is that 
the last of these is a little lacking 
in joviality. However, it is only a 
comparative lack, and hardly dis- 
turbing to an ensemble that is as 
well-balanced as it is solidly meri- 
torious. The recording is extremely 
good. 

Overture. Toscanini and the BBC Or- 
chestra. F-15190 — $1. 

Bruno. Walter and an unidentified 
orchestra. C-StSSq — ^$1. [**£$$]. 

Bodanzky and *an unidentified or- 
chestra. D-25064 — $.75. [*ff$$]. 
Between the excessive Italianism of 
the Toscanini and unstable rhythm 
of the Walter, one is inclined to a 
doubting preference for the former. 
There is a good deal of tension and 
impulse in Toscanini’s performance, 
but the orchestra is hardly geared 
for such playing, and the inter- 
mediate wood-wind figures are curi- 
ously slighted. However, the Walter 
effort is a disappointing one, both 
as conception and reproduction. 
Bodanzky’s is straightforward, 
metronomical, and poorly repro- 
duced. 

Der Vogelfiinger bin ich. Hiisch. D-200%6 
—$.50. [*ff$$]. 

The mere vocal sound of this is 
gorgeous, but the culture of the 
singing is a little excessive for the 
character of the music. The record- 
ing is tolerable. 

Dies Biidnis ist bezaubernd sch5n. Her- 
bert Ernst Groh, fwith orchestra 
conducted by Robert Heffer. D-25866 
—$,75. [*ff$$]. 

Groh’s voice is admirable for this 
air, and he sings it with taste and 
intelligence. However, the orchestra 
is unduly obscured. 

Bei Mannern. Emmy Bettendorf and 
Gerhard Hiisch. D-20010 — ^$.50. 
,[*ff$$]. Perras and Hiisch. F-4374 
—$.75. [**ff$$]. 

Though the version with Perras is 
a better recording, there is even 


better value in the Bettendorf- 
Hiisch performance, for the former 
is a singer of exceptionally sym- 
pathetic qualities. This is one of 
the best examples of her vocal 
abilities on records, and well worth 
investigation. Hiisch is excellent on 
both. The orchestra directed by 
Hans Udo Muller on the Victor 
disk is much superior to that on 
the Decca. 

0 Isis und Osiris. Alexander Kipnis, 
•with Berlin State Opera Chorus. 
r-1738 — $.75. [**ff$$]. Pinza. V- 

6642 — $1. [*^ff$$]. Metropolitan 

Opera Chorus. 7^-4027 — $.75. [**ff$$]. 
Ivar Andres en. jD-25233 — $.75. 
[♦f$$]. 

Kipnis is entitled to the preference 
here not only because he sings in 
German but also because his version 
has the choral background, which 
is omitted from the Pinza version. 
However, Pinza sings with brilliant 
vocal freedom and ease. The Metro- 
politan chorus performs capably in 
the extract heard on their disk. 
There is no want of solemnity in the 
Andresen performance, but his 
voice is thick and rather wooden in 
sound. 

Roche- Arie. Miliza Korjus. ^-11921 — 
$1. [**ff$$]. 

This is a traditional coloratura 
treatment, without the undercurrent 
of drama that is present in the air. 
However, as such, it is fleet, ac- 
curate, and remarkably effortless. 
The accompaniment of the Berlin 
Broadcasting Orchestra under 
Johannes Muller is good. 

Ach! ich fUbl's. Dorothy Maynor nmth 
the Boston Symphony Orchestra 
directed by Serge Koussevitzky, 
F-15826— $1. [**f$$]. Pons. F-8733 
— $1. [**f$$]. The same. D-2^00 /^ — 
$1. [*f$$$]. 

Since Maynor does sing in German 
and has a beautiful voice, the ad- 
vantages of her recording are 
tangible ones. However, there is 
little feeling for the style in her per- 
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farmance, and, surprisingly, a tenta-" 
tive, laggardly treatment of the or- 
chestral score by Koussevitzky. 
Both Pons versions are indicative 
more of will than feeling, but the 
Victor is better recorded. Both are 
sung in French. 

Madchen oder Weibchen. Husch, ‘with 
orchestra directed by Weissmann, 
^“^5443~-$*7S- 

An exquisite vocal performance, 
ill-treated by the recording. 

In diesen heirgen Hhllen. Kipnis, ‘with 
orchestra directed by Erich Orth- 
mann. P-8684 — [**ff$$]. Andre- 
sen. jD-2p33— $.75. 

Were Kipnis to be restricted to one 


record as evidence of his vital voice 
and superior artistry, this might 
well be it. The fervor of the music 
is beautifully expressed, the sense 
of reverence eloquently conveyed. 
Also, the orchestra is good. As in 
the “Isis und Osiris” recording, 
Andresen’s heavy, unyielding voice 
is a formidable handicap. 

Bold prangt, den Morgen zu verkiinden. 
Mozart Children's Chorus. 11-20406 
-~$. 50 . Pff$$]. 

What the “Mozart Children’s 
Chorus” may be is unknown to me, 
but the group sings engagingly. 
The recording is faint, the surface 
noisy. 


ORCHESTRAL WORKS 

OVERTURES 


In B flot ("Paris"), K. 3 Ua. Alfred Wal- 
lenstein, conducting his ^^Sinfonietta.'* 
C-69265 — $1. [*ff$$]. Edvard Fen- 
dler conducting the SocietS des 
Concerts Orchestra. P-12327 — $1. 

p*ff$$]. 

Despite the confusing and inac- 
curate description of these record- 


ings in the two catalogues they are 
actually performances of the same 
work. The Wallenstein is not re- 
produced with the clarity and bal- 
ance of the Fendler, but there is 
much more impulse and dash in the 
playing. 


SYMPHONIES 


No. 13 in F, K. 112 . Eoyd Neel conduct- 
ing a string orchestra. D-25624 — 
$•75- [**ff$$]. Andante only. 

This is the earliest example of 
Mozart’s symphonic writing on rec- 
ords, and a thoroughly delightful 
experience, especially as played by 
Boyd Neel and his band. The re- 
cording is satisfactory. 

No. 25 in G minor, K. 183 . Wallenstein 
and his *^Sinfonietta." C-Set 323— 
$3.50. [*ff$$]. ^ ^ 

There is a considerable anticipa- 
tion in this work of the power and 
expressiveness that Mozart later 
conveyed through this key (in the 
great symphony No. 40 and the 
string quintet). Wallenstein’s treat- 
ment of the fast movements is com- 
pellingly energetic, but the slow 
movement is rather matter of fact. 


In addition, the orchestra Is hardly 
as large as it ought to be, and the 
recording is cramped, unalive. 

No. 28 in C, K. 200 . Fritz Stein and ike 
Berlin College of Instrumentalists. 
V-Set 502— $2.50. [**ff$$]. 

Stein is a competent workman, a 
little turgid for a work of this spirit, 
but the music in the score does 
emerge. Fortunately the wood-wind 
choir in the orchestra is excellent, 
which permits a proper emphasis on 
the individuality of the writing for 
it in this s3rmphony. The recording 
is very good. 

No. 29 in A, K. 201 . Koussevitzky and 
the Boston Symphony Orchestra. V- 
18063-4 — ^$2. [**fff$$]. Beecham and 
the London Philharmonic Orchestra. 
C-Set 333 ~$ 3 . 5 o. [**ff$$]. 

It has been my reaction, after hear- 
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ing Beecham’s more recent perform- 
ances of this work, that the interpre- 
tation he recorded was a transitional 
one, tending toward the conception 
he holds today. As a further personal 
impression, it may be added that 
Koussevitzky has incorporated many 
of the virtuous elements of that con- 
ception into his performance, but 
added a few distortions, in tempo 
and accent, of his own contriving. 
Since the Boston band plays remark- 
ably, and the recording is splendid, 
I would urge it as preferable, espe- 
cially at the considerable price dif- 
ferential noted in the catalogues. 

No. 31 in D ("Paris"), K. 297 . Beecham 
and the London Philharmonic Or- 
chestral C-Set 360 — $3.50. [**ff$$]. 
Ebullience is the essence of this 
performance, ebullience controlled 
and supervised with the keenest of 
sensitivity. For some temporary 
reason this recording is notably re- 
sponsive in dynamic values, cover- 
ing an especially wide range. In all, 
a cherishable album. 

No. 32 in B flot, K. 319 . Ed<unn Fischer 
and his Chamber Orchestra. V-Set 
479— $ 3 - 50 - [**ff$$]. 

There is undeviating honesty and 
straightforwardness in Fischer’s 
statement of the music, but the treat- 
ment could be a little more extra- 
verted, for the listener’s benefit. 
The orchestra is thoroughly good, 
the recording fine. 

No. 34 in C, K. 338 . Serge Kousse^vitzky 
and the Boston Symphony Orchestra. 
F-18065-6-7— $ 3 * [***ff$$]. Beecham 
and the Royal Philharmonic Orches- 
tra. C-Set 123— -$3.50. '[*ff$$]. 

On the available evidence, the 
Koussevitzky version should be 
much preferable to the Beecham one 
of eight or nine years ago, for it is 
a bright specimen of contemporary 
recording, and the performance is in 
many respects admirable. However, 
there is a replacement by Beecham 
already in the English list, and soon 
to be available in a domestic issue 


which, if not as remarkably brilliant 
as the Koussevitzky reproduction, 
has fine sonority of its genre. More- 
over it is the authentic conception, 
with all the inflections and subtleties 
thus implied, rather than a repro- 
duction of it, as Koussevitzky’s 
seems to be of the previous Beecham 
performance. 

No. 35 in D major ("Haffner"), K. 385. 
Beecham and the London Philhar- 
monic Orchestra. C-Set 399 — ^$3.25. 
[»**fff$$]. Toscanini and the Phil- 
harmonic-Symphony Orchestra. V- 
Set 65 — $3.50. [*ff$$]. 

Even were the reproduction of the 
Beecham not so sharply superior to 
the Toscanini as it is, I would prefer 
its buoyant, confident forcefulness to 
the more nervously intense treat- 
ment of Toscanini. This is surely 
an instance of the greatest Beecham, 
subtlety itself in accentuation, but 
ceaselessly virile and communicative. 
Perhaps the most revealing com- 
parison of the two men may be 
made from the slow movements — 
Beecham’s is ingenuously eloquent, 
Toscanini’s disingenuously simple. 
Moreover, Toscanini insists on that 
pressing forward of every measure 
to the next which is exciting in 
Wagner but disquieting in Mozart. 
And, as this note began, so it ends — 
the Toscanini recording is a dozen 
years old, and quite plainly so. 

No. 36 in C ("Linz"), K. 425. Fritz 
Busch and the BBC Orchestra. 
V^Set a66— $3.50. [**fff$$]. Beecham 
and the London Philharmonic Or- 
chestra. C-Set 387 — $4.25. [*^ff$$]. 
Busch has quite an exceptional feel- 
ing for this particular work, and 
thus I am inclined to prefer it to 
the Beecham, which is thoroughly 
good but hardly marked by the extra 
traits of sympathy and understand- 
ing that are heard from Busch. This 
is a rare example of two equally 
excellent albums, about even in over- 
all qualities and with little varia- 
tion in recorded quality. 
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No. 38 in D inajor ("Prague"), K. 504. 

Walter and the Vienna Philhar-- 
monic Orchestra. V-Set £^S7 — ^$3*50* 
Stock and the Chicago Or^ 
chestra. C-Set 4ic^$3.50. 

Though Walter’s recording belongs 
to the echoey period of the Vienna 
Philharmonic’s phonographic history, 
it is much preferable, as sheer sound 
to the recent but dull-sounding 
Chicago job, vague in orchestral 
coloration and dynamic details. 
And though the Walter is hardly 
perfection as an interpretation 
(there are too many small vagaries 
of tempo and phrasing for so ex- 
alted a description), it is far nearer 
to the spirit of the music than 
Stock’s docile, un enlivening saunter 
through the score. 

No. 39 in E flat, K. 543. Beecham and 
the London Philharmonic. C-Set 456 
— ^$3*50. [**ff$$]. Weingartner and 
the Royal Philharmonic Orchestra. 
C-Sei 105 — $3.50. [*ff$$]. Walter 
and the BBC Orchestra. V-Set 358 — 
$3 ‘50* [**ff$$]. Hans Knapperts- 
busch conducting an unidentified or^ 
chestra. jp-25007-9 — $2.25. [*f$$]. 
For a rarity, my reaction to this per- 
formance of Beecham is that the 
work can be played better; and, 
moreover, that Beecham is the man 
to do it under more favorable cir- 
cumstances. By the application of 
purely psychic faculties to this per- 
formance I draw the deduction that 
certain "blitz” elements entered into 
this performance that are not re- 
vealed by the label. It is, of course, 
the most idiomatic and forceful of 
the available performance, and the 
best recorded. Walter’s orchestra 
sounds out more clearly than Wein- 
gartner, but I find the probity and 
strength of the latter a decidedly 
stimulating experience. The Knap- 
pertsbusch orchestra is very coarse, 
and the performance stodgy. 

No. 40 in G minor, K. 550. Beecham and 
the London Philharmonic Orchestra. 


C-Set 316— $3.50, [♦*fff$$]. Tos- 
canini and the NBC Orchestra. 
V-Set 631— $3.50. [^ff$$]. Stock and 
the Chicago Orchestra. V-Set 3G — 
$2.50. [*f$]. W alter and the Berlin 
State Opera Orchestra. C-Set 182 — 
$3.50. [*f$$], Koussemtzky and the 
London Philharmonic Orchestra. 
r.Set 293-;-$3*50. [^*f$$$]. 

If there is such a thing as moral 
character in an interpretation, it is 
to be found in Beecham’s firm, com- 
passionate, and noble treatment of 
this score. It is one of the excep- 
tional examples of his ability to as- 
sume a fresh, uninhibited viewpoint 
toward a familiar score and recon- 
struct its qualities without distorting 
the composer’s intention. Toscanini’s 
statement is, generally speaking, 
more fluid than Beecham’s, but it 
lacks the architectural proportions 
of the former, substituting instead 
a meticulous observance of every 
minute nicety in the score. But the 
results impress one as a gorgeous 
facade to a nonexistent house. More- 
over this is 8-H recording, with all 
the dusty, unresonant implications 
of his other albums from that studio. 
Among the others there is surpris- 
ing merit in the Stock album (now 
available in Victor’s Black Label 
series), for it is a muscular and 
steady exposition of the score. The 
recording actually sounds more like 
an orchestra than the much later 
Toscanini version. Walter imposes 
some remarkable ideas of pace and 
accentuation on the score, whereas 
Koussevitzky’s sounds as though the 
recording apparatus had run down 
at certain points (especially in the 
first movement) and speeded up at 
others. Of the two, the Koussevitzky 
is much better reproduced, which, 
to this taste, only makes the pain 
of it more acute. 

No. 41 in C ("Jupiter"), K. 551. Walter 
conducting the Vienna Philharmonic 
Orchestra. V-Set 584 — ^$4. [*^ff$$]. 
Beecham and the London Philhar- 
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monic Orchestra. C-Set 194 — ^$4.50. 

The preference expressed for the 
Walter performance is a reluctant 
one, for there is insufficient bite in 
his treatment of the challenging first 
figure, a tendency to linger over the 
adagio, and rhythmic instability in 
the fugal finale. However, it is a 
far more successful recording than 
the Beecham, which is thin and un- 
satisfactory by current standards, 
though the performance is decidedly 
an estimable one. 

Sinfonia Concertante in E flat, K. 364. 

Hamilton Harty conducting the Lon- 
don Philharmonic Orchestra, <v>ith 
Albert Sammons, violin, and Lionel 
Tertis, viola. C-Set 188 — ^$ 4 . 50 . 
[**ff$$]. 

There is no justifiable reason for 
including this work among Mozart’s 
symphonies, for it is essentially a 
duet concerto, but the classification 
by Mozart himself deserves some 
consideration. In any case this per- 
formance is hardly as good as the 


glorious score; it has a little too 
much the air of a “Prom.” perform- 
ance, clean and neat but not the 
product of an especial effort by 
either the soloists or the conductor. 
Then too, though Tertis is an 
amazing master of his instrument, he 
(or it) has a dullish tone, which is 
not ameliorated by his partner, 
who sounds quite like the concert- 
master he is. Indeed, Harty’s ardor 
and aggressiveness are responsible 
for most of the vitality in the per- 
formance. The recording is satis- 
factory, a little indistinct in the 
lower register. It is probable that a 
new version will soon be available. 

Sinfonia Concertante in E flat, K. App. 

No. 9. Stokovjski and the PhifadeV- 
phia Orchestra. V-Set 760— $4.50. 
[***ff$$]. 

I CANNOT say that the seasoning ap- 
plied by Stokowski is precisely to 
my taste, but the dish is nevertheless 
a nourishing one. It is served by the 
magnificent ensemble with doting 
care and unvarying precision. 


QUARTETS 

STRINGS 


No. 1 in G, K. 80. Kreiner Quartet, 
V^Set 393 “~$ 3 . 50 . [**ff$$ 3 . 

Possibly of all recorded works, this 
one (written at fourteen) is the most 
persuasive evidence of Mozart’s 
phenomenal early development. The 
slow introduction is wonderfully ex- 
pressive, in the full eloquence of 
Mozart’s most mature period, and 
though the succeeding music does 
not have quite that grip on the con- 
structional problems involved, it is 
fascinating stuff. The Kreiners play 
with excellent technical discipline, 
but the tone of the ensemble is de- 
cidedly thin and acidulous. 

Nos. 2 and 4 (Kochel Nos. 136 and 138). 
See under Divertimenti, p. Z65. 

No. 13 in D minor, K. 173. Kreiner Quar-’ 
tet, V-izios—% 1 . [**ff$$]. 

The Kreiners use the Menuetto of 


this work to back the final move- 
ment of the quartet above. The play- 
ers are quite conscious of the un- 
usual harmonic writing, but their 
treatment of the trio is rushed, with- 
out the necessary stability of rhythm. 
Here, too, the tone is strident. 

No. 14 in G, K. 387. Roth Quartet. C- 
Set 374~- $3-50- 

This performance by the original 
(so far as America is concerned) 
Roth Quartet is a model of subtle 
ensemble playing, of finely textured 
exposition of separate lines and 
parts. However, the suavity of the 
playing sometimes inhibits vitality, 
to the detriment of the music. The 
recording is a little lacking in ro- 
bustness. 

No. 15 in D minor, K. 421. Budapest 
Quartet. C-Set 462— $3.50. [**fff$$]. 
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Perole Quartet. M-1032-34 — $5* 

Flonzaley Quartet. F-7607-8 

—$2. 

The invincible spirit of the Budapest 
players, the surety of their technical 
manipulation, and the magnificent 
breadth of the recording are ele- 
ments of a reproduction as satisfac- 
tory as any I know of. They shame 
the legendary status of the Flon- 
zaleys, revealing them as a quartet 
of prissy technical inclinations and 
spiritual poverty. Note, too, that this 
group disbanded in 1927, and their 
recording is thus more than a dozen 
years old. The Perole effort is re- 
spectable within its limitations of 
tone and vitality, and not too skill- 
fully reproduced. 

No. 16 in E flat, K. 428 . Pro Arte Quar- 
tet. F-Set 375 — $3.50. [*^ff$$]. 
There is no great substance in this 
work to challenge the resources of 
the Pro Arte group, but the per- 
formance represents a period when 
the quartet was below its usual effi- 
ciency, as the nervous, inaccurate 
playing of the leader, Onnou, sug- 
gests. The recording is good. 

No. 17 in B flat ("Jagd"), K. 458 . Buda- 
pest Quartet. V-Sef 763 — ^$3.50. 
[**fff$$]. Roth Quartet. 438— 
$3.50. p^ff$$]. 

A BEAUTIFUL job by the Budapests, 
and splendidly recorded. It is diffi- 
cult to imagine a more composed 
performance of the fine slow move- 
ment or one of more persuasive tone 
quality. It is, incidentally, not to be 
confused with a previous listing of 
this quartet played by the Budapests 
in the Victor catalogue (Nos. 9290- 
1-2), which was made a decade ago 
before the ensemble attained its 
present, and much superior, per- 
sonnel. The Roth performance, also 
well-recorded, has its musical vir- 
tues ; but they are not of the order of 
the Budapests. 

No. 18 In A, K. 464 . Roth Quartet. C- 
Set 222 — ^$4.50. [*ff$$]. 


The Roths' refinement and especially 
the lovely quality of the ensemble 
tone are the elements of distinction 
in this performance. The variations 
are especially well-played, with the 
clarity of the recording a factor in 
the easy apprehension of the move- 
ment’s complexities. 

No. 19 in C, K. 465 . Budapest Quartet. 
V-Set 285— $3.50. [**fff$$]. Kolisck 
Quartet. C-Set 439 — $3.50. [^*ff$$]. 
The exacting demands of this work 
are more completely fulfilled by the 
Budapest ensemble, especially in 
their wonderfully sensitive pacing of 
the opening adagio, which dominates 
the mood of the whole work. Intel- 
lectually the Kolisch performance 
has many interesting refinements, 
but they are not realized with the 
firm energy and luscious tone that 
the Budapests command. Also, 
though the Kolisch recording is only 
a few months old it is no impressive 
advance on the five-year-old Buda- 
pest reproduction and is in some 
respects inferior. There is an absurd, 
if brief, cut in the finale of the Bu- 
dapest version, but one cannot with- 
hold a recommendation nevertheless. 

No. 20 in D, K. 499 . Budapest Quartet. 
V-Set 222 — $3.50. [*ff$$]. 

Both the sensitivity and virtuosity 
of this performance deserve better 
reproduction than they enjoy here, 
but the weaknesses of the recording 
are not sufficient to diminish one’s 
enjoyment of the wit, point, and 
deftness of the playing. 

No. 21 in G ("Eine Kleine Nachtmusik"), 
K. 525 . 

See under Quintets, String, p. 281. 
No. 23 in D, K. 575 . Kolisch Quartet. C- 
Set X53— $2.50. [*ff$$]. 

One of the best examples of the 
Kolisch ensemble on records, it is 
marred by the reproduction. How- 
ever, there is fine grace in the phras- 
ing, an abundance of understanding 
in the choice of tempi. 

No. 24 in B flat, K. 589 . Kolisch Quartet. 
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V-Set 407 — ^$3.50. [**££$$]. Per ole 
Quartet, iif-1001-2 — ^$3. [*££$$]. 

This is not to be confused with No. 
17 in this key, which is of course the 
celebrated “Jagd” quartet. The Ko- 
lisches respond to the physical ani- 
mation and impetus of this work 
with fine cultivation and taste. Alto- 
gether there is more satisfaction in 
their treatment than in the Percies, 
which is small-scaled and lacking in 
vitality. Also, the recording is 
poorer. 

No. 25 in F, K. 590. Budapest String 
Quartet, V-Set 348— -$3.50. [^*fff$$]. 

STRINGS . 

In D, K. 285. The Oxford Ensemble. M- 
201-2 — $2. [*ff$$]. 

Deft and musicianly playing, a lit- 
tle lacking in sparkle. The record- 
ing is also dullish. 

In A, K. 298. Rene Le Roy, flute y and 
the Pasquier Trio. V-i 2 i 6 $ — $ 1 . 
[^*£f$$]. Oxford Ensemble. JW-203-4 
--$2. [*ff$$]. 


Stradivarius Quartet. C-Set 296 — 
$3 -SO- 

It is in such a juxtaposition as this 
that one truly appreciates the vast 
superiority of the Budapest organi- 
zation to an average good quartet. 
Roismann leads his ensemble with 
implacable firmness but also with 
proper flexibility. The Stradivarius 
group suffers much from want of 
this kind of definition, which results 
in erratic rhythm and generally un- 
settled playing. In addition the Bu- 
dapest performance is a much more 
successful recording. 

FLUTE 

Le Roy’s .beautifully sophisticated 
musicianship has a fitting parallel in 
the brilliantly integrated Pasquier 
Trio. The blend of qualities is alto- 
gether remarkable. The competitive 
version is not in this class and not 
nearly so well-reproduced. 


STRINGS 

In F, K. 370. Leon Goossens, oboCy and 
Lener, Roth, and Hartman. C-Set 
X21— $2.50. [*fff$$]. 

The remarkable precision and flexi- 
bility of Goossens’ art, the splendid 
breadth of his musicianship are the 
materials of one of the most delight- 

STRINGS 

In G minor, K. 478. Schnabel and Onnou, 
Prevost, and' Maas. V-Set 251 — ^$4.50. 
[^*fff$$]. 

Schnabel’s incisive, tasteful per- 
formance dominates this interpreta- 
tion, providing its impulse and 
flavor. However, the three members 
of the Pro Arte Quartet manage 
their parts with thorough mastery. 
The recording is a little lacking in 
resonance, but it is otherwise satis- 
factory. 

In E flat, K. 493. Hortense Monath and 
the Pasquier Trio. FSet 438 — ^$3.50. 
[**££$$]. 


^ OBOE 

ful experiences on records. The tone 
of his instrument, clear and centered, 
is unique and has a fine background 
in the playing of Lener, Roth, and 
Hartman. The recording is the 
weakest element of the album, but it 
is not too bad. 

AND PIANO 

The integrated playing of the Pas- 
quiers is not merged too successfully 
with that of Monath, whose style is 
sharper, a little more mathematical 
than theirs. Actually the work is 
more of a display piece than the one 
above (there are some interesting 
indications that Schumann had it in 
mind when he wrote his quintet) 
and consequently comes off well de- 
spite the disparities in style of the 
performers. 
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QUINTETS 

STRINGS 


In C, K. 515. Pro Arte Quartet, nmth 
Alfred Hobday, 2 nd viola, VSet 

270-$4.50. 

The geniality of this music is 
warmly expressed in the vigorous, 
broad style of the performance. 
Technically the playing is one of the 
Pro Arte’s best, sharply accentuated 
and well-differentiated in dynamics. 

In G minor, K. 516. Pro Arte Quartet 
and Alfred' Hob day, 2 nd viola, V-'Sei 
190 — ^$4.50. [*ff$$]. Lener Quartet 
and D' Olivier a, viola, C-Set 150 — 
$4.50. [^*f$$]. 

Perhaps it is a fault of the weak re- 
cording, but a re-examination of this 
Pro Arte performance reveals a 
good deal less vigor and fervor in 
the playing than one recalls when it 
was new. There is not enough tonal 
breadth for the surging emotional- 
ism of the music, and the whole scale 
of the conception impresses me as 
diminutive. There is hardly a similar 
criticism to be made of the Lener 
effort, but it too is below one’s stand- 
ard; in this case, largely because 
of Lener’s desire to dominate the 
performance to the detriment of 
good ensemble. However, the record- 
ing is superior to the Pro Arte’s. 

In D, K. 593. Pro Arte Quartet and 
Hobday, 2 nd viola. V-Set 350 — ^$3.50. 
[**fff$$]. 

Virtually every ^ detail of this 
breath-taking score can be heard in 
the performance, thanks to its suit- 
ability to the style of the Pro Arte 
players and their obvious enthusi- 
asm for the task in hand. The re- 
cording is excellent, save for a little 
emphasis on the low register. 

In G ("Eine Kleine Nachtmusik"), K. 525. 
Pro Arte Quartet, vnih Claude Hob- 


day, double bass, V-Sei 428 — $2.50. 

Felix Weingartner and 
the London Symphony Orchestra. C- 
Set X187 — $2.50. [*^ff$$]. Bruno 
Walter and the Vienna Philharmonic 
Orchestra, V-Set 364— $3.50. [**f$$]. 
The same, vdth an unidentified or- 
chestra, C-Set Xi9--$2.5o. [^f$$]. 
PFeissmann conducting an unidenti- 
fied orchestra, Z)-25342-3 — ^$1.50. 
[*f$$]. John Barbirolli and a 
chamber orchestra, F-36283-4 — ^$1.50. 

So FAR as I can determine, tliis quin- 
tet version is as close to an authentic 
reproduction of Mozart’s intentions 
as one can hear, for the various sym- 
phonic treatments are all dispropor- 
tionate to the scope of the music. In 
addition, the playing of the Pro 
Artes is unbelievably crisp, finely 
molded, and rhythmically alert 
Moreover the recording is wonder- 
fully resonant and well-balanced. Of 
the various expanded versions I pre- 
fer Weingartner’ s steady, forthright 
treatment, played with excellent dis- 
cipline. The two Walter perform- 
ances must be an embarrassment for 
that conductor, for both are erratic, 
each in a different way. The Colum- 
bia entry is overfast, nervous in the 
extreme, with no stability of tempo. 
The Victor is just as markedly slow, 
trudging along with heavy accents. 
However, the first of these is the 
better recording. Weissmann’s effort 
is unexciting, both as performance 
and recording. The dutiful effort of 
Barbirolli is marred by a curious 
timbre of recording, and an even 
more puzzling gonglike intrusion on 
the first side. 


STRINGS AND CLARINET 

In A, K. 581. Simeon Bellison and the Budapest Quartet, V-Set 452 — ^$3-75* 
Roth Quartet, C-Set 293— $4-50. [**ff$$]. 

[^*ff$$]. Benny Goodman and the Neither, of these performances is as 
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good as the work merits. The Belli- control of it (in this work) is not al- 
son version is staid, precise, even ways complete, and his unwillingness 

meticulous; but it has little distinc- to take any liberties at all with the 

tion of spirit, few exultations of in- music results in stilted phrasings and 
sight. I am not partial to Bellison^s metronomical rhythms. The Buda- 

tone, which is woody and unwieldy. pests play splendidly, the recording 

In this respect the Goodman per- is better than the Bellison-Roth, and 
formance is more to my taste, for there are a few sections (in the slow 

the sound he produces is leaner, movement and finale) in which the 

more concentrated. However, his work is completely realized. 

WOOD WINDS AND PIANO 

In E flot, K. 452. Taffenal Wood Wind best, the tone of the ensemble is dull 
Ensemble and Er^imn Schulhoff, and unvibrant, possibly due to faulty 

fiano, V-Set 137 — ^$3.50. [*ff$$]. recording. Its worst characteristic is 

There are some delightful moments a blanketing hall resonance in which 

in this score, but they are not always the players sound at a considerable 

comprehended by the players. At distance from the ear. 

REQUIEM MASS 

In C minor, K. 626. Harl McDonald contains. By far the best element in 

conducting the Philadelphia Orches- the performance is the Philadelphia 

tra, the University of Pennsylvania Orchestra, which plays splendidly; 

Choral Society, and Barbara Thorne, but the chorus is timorous and lack- 

soprano, Elsie MacFarlane, con- ing in sufficient dynamic differentia- 

tralto, Donald Coker, tenor, and tion. MacFarlane is the best of the 

Lester Englander, baritone. V-Set soloists, which means that she is just 

649 — ^$6.50. [**f$$]. about passable. The others labor 

That there has been an acute need with the technical problems of their 

for a recording of this work no one music and thus can devote less con- 

will deny, but it is equally apparent centrated effort to the other impli- 

that this version is not the answer cations of the score. The recording is 

to that necessity. McDonald conducts powerful but somewhat obscured by 

efficiently but with little savor of hall resonance, 

the deep, bitter draught this score 

RONDOS 

PIANO 

In D, K. 485. Robert Casadesus. ( 7-69452 In A minor, K. 511. Guiomar Novaes, (7- 

$1. [**ff$$]. Ernst Victor Wolff. M- 71208 — $1. [**ff$$]. Ignace Pade- 

1015 — $1.50. [*f$$3. revoski. V-iS/\.2i — $1. [**f$$]. 

Casadesus plays with fine grace and The deftness and delicacy of Novaes 

aliveness, qualities that are far su- are much preferable to the Chopin- 

perior to those that Wolff can sum- ized treatment of Paderewski. How- 

mon. In addition the edge of record- ever, this is doubtless the best of 

ing is emphatically in the favor of all the late Paderewski recordings. 

Casadesus. 

PIANO AND ORCHESTRA 

In A, K. 386. Eileen Joyce, vnth orches- complemented by Raybould’s direc- 

tra conducted by Clarence Raybould. tion of the orchestra. The recording 

D-25453 — $.75. [**ff$$]. is acceptable, and the surfaces are 

Joyce’s delicacy and spirit, her im- better than the Decca average, 
placable musicianship are admirably 
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VIOLIN AND ORCHESTRA 


In K. 373. Jean Fougnet, nmth orches- 
tra directed by Bruno Walter, C- 
69125—$!. 

PouGNET plays with fine technical 
surety, expressed through a tone of 


singular sweetness. The orchestral 
direction of Walter is eminently in 
the style, and there is plentiful life 
in the recorded sound. 


SERENADES 


"Eine Kleine Nachtmusik." 

See under Quintets, p. 281. 

No. 6 in D, K. 239, Boyd Neel Siring 
Orchestra, JD -25 623 -4 — $1.50. [*£$$]. 
Hermann Ahendroth conducting the 
Cologne Chamber Orchestra, D- 
20109— $.50. [*f$$]. 

Neei^s good feeling for this music 
and the skillful playing of the or- 
chestra are offset by the dull-sound- 
ing reproduction. Unfortunately the 
recording includes only the Marcia, 
Minuetto, and Rondo of the whole 
score. The last two of these are du- 
plicated on the decidedly inferior 
Abendroth disk. 

No. 7 in D ("Hoffner"), K. 250. Edith 
Lorand Orchestra, Z)-20540 — $.50. 

[^f$$]. ^ 

THERE/ is not much artistic interest 
in Lorand^s recording of the Rondo 
from this work, and the recording is 
poor. 

No. 9 in D, K. 320. Heger and an uni- 
dentified orchestra, I)-2578i — ^$.75. 
[^ff$$]. 

Heger does a capable job of the 
Minuet and Finale from this work, 
but the recording is decidedly in- 
ferior. 

No. 10 in B flat, K. 361. Ed<win Fischer 
and a chamber orchestra, V-Set 743 


— ^$3.50. [**ff$$], Frif% Siiedry con- 
ducting an ensemble of ^wind instru- 
ments, 2)-25077-8 — $1.50. [*ff$$]. 

Fischer leads his excellent ensemble 
in a performance of sweet strength, 
warm emotion and compelling 
fantasy. The talents that Stiedry has 
manifested in America during the 
last few years are aptly fore- 
shadowed in this recording, made 
nearly a decade ago. However, the 
reproduction is thin, and the sur- 
face noise of the recording an un- 
scored factor in Mozart’s aural 
scheme. 

No. 11, in E flat, K. 375. Richard Korn 
directing the Alumni Orchestra of 
The National Orchestral Associa- 
tion, V-Set %zS — ^$3.50, [**ff$$]. 

It is not difficult to imagine a more 
subtle, colorful treatment of this 
music than Korn’s. His ensemble is 
capable, however, and the repro- 
duction of it good. 

No. 12 in C minor, K. 388. Arthur Fied- 
ler's Smfonietta: F-Set 433 — ^$3.25. 
[**ff$$]. 

Fiedler’s excellent ensemble (drawn 
from the Boston Symphony) plays 
with robust style and fine technical 
prowess. The direction is incisive, 
the reproduction very satisfactory. 


SEXTETTES 


In F ("Ein Musikalischer Spass" or "Dorf- 
musikanten'O, K. 522. Kolisck Quar- 
tet, <tmth Domenico Caputo and John 
Barrows, French horns, V-Set 432 — 
$2.50. [**ff$$]. 

Anyone who has missed the delights 
of this exceptional work should re- 


pair the omission at once. It is a re- 
markable mixture of musical sophis- 
tication and naive humor, both ele- 
ments rendered with enchanting 
skill by the Kolisches and their two 
associates. The recording is highly 
satisfactory. 
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SONATAS 

ORGAN 


tn F, K. 145, and in C, K. 329. Noelie 
Pierront, <with orchestra conducted 
by Ruggero Gerlin. C-69625 — ^$1. 

These are not sonatas in the conven- 
tional sense, for an orchestra is 
utilized, and the whole procedure is 

PIANO 

In E flat, K. 282. Kathleen Long, ikf- 
1058-9— $3. [*ff$$]. 

In G, K. 283. Long, M- 1059 - 60 — ^$ 3 . 
[*ff$$]. 

Long’s Mozart playing is not ex- 
ceptional in any sense, for she is no 
great virtuoso, and her effort is 
concerned more with Long than with 
Mozart. However, there is plenty 
of musical satisfaction in her con- 
ceptions, and they are outlined 
deftly and tastefully. The recording 
has not much volume, and the 
scratch level is above normal. 

In C, K. 330. Conrad Ansorge, D- 
25357 — $- 75 - 

This disk includes only the andante, 
which is played in a lachrymose, un- 
disciplined style. The bass is too 
heavy, the pressing noisy. 

In A, K. 331. Jose Iturbi, F-i 1593-4 — 

$2, [**ff$$]. Leon Kartun, D-20073 
— ^$.50. [*ff$$]. JK alter Gies eking, 
C-68595 — $1. [**ff$$]. Wanda Lan- 
do^wska, harpsichord, F-1193 — ^$.75. 
[*ff$$]. 

, With the exception of the Iturbi 
item, these disks offer only the 
“Rondo Alla Turca” from this 
sonata. Iturbi’s neatness and fluency 
are creditable enough in this work, 
but there is little intellectual ani- 
mation in it. The recording is 
fairly good. Of the records of the 
famous excerpt I prefer the 
cheapest, by Kartun, for it is played 
with plenty of decision, and the re- 
. cording is quite tolerable. The 
feieseking is better recorded, but 
there is hardly the difference be- 


in the concerto tradition. The per- 
formances are skillful, the recording 
well-balanced. However, for par- 
ticularly obscure reasons the labels 
are reversed, with the F major 
identified as the C major and vice 
versa. 


tween the performances that one 
would expect from the contrasting 
celebrity of the players. Landowska 
assails her harpsichord with a pleni- 
tude of vigor but not too much 
dynamic distinction. Its reproduc- 
tion is decidedly blurred. 

In F, K. 332. Robert Casadesus, C- 
70706-7 — $2. [^*fff$$]. Jose Iturbi, 
V-Set 565— $2.50. [*^ff$$]. Ernst 
Victor Wolff. M-10I3-5 — $5. [**f$$]. 
The wonderfully forceful and con- 
scientious playing of Casadesus 
might be used as a model of what 
good Mozart playing should be. Its 
splendid dynamic accentuations and 
fine tonal coloration are equally the 
products of a highly cultivated 
artistic sense. Iturbi’s version is in 
his usual meticulous style, precise 
and rather uninteresting. Wolff 
plays musically but without sufficient 
distinction of detail to challenge 
either of the foregoing. 

In C minor, K. 457. Walter Gieseking. 
C-Set X93— $2.50. P*fff$$]. 
Virility and confidence are the 
qualities that radiate from Giese- 
king’s finely able performance. 
Everything about this album is first- 
rate, including the recording. 

In B flat, K. 570. Gieseking. C^Set X 79 
-$2.50. [**fff$$]. 

Gieseking’s intellectual capacity 
functions at full force in this per- 
formance, which is illustrative of 
the highest virtuosity, combining 
brilliant facility and undeviating 
taste. The recording also is excel- 
lent. 
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In D, K. 576 . Robert Casadesus^ C- 
70705-6 — ^$2. [**ff$$]. 

Another instance of Casadesus’ 
spirited response to Mozart, espe- 

TWO 

In D, K. 448 . Luboschutz and Nemen- 
off, V-Set 724 — ^$3.50. 

Wiener and Doucet. C-Set X106 — 
$2.50. [*£$$]. 

Neither of these is close to an ideal I 
of Mozart playing, for the work 
requires more tactile sense and dis- 
crimination than either pair pos- 
sesses. The result is blurred 
sonorities and overnoisy climaxes. 
However, if a choice must be made 
between them, my preference would 

PIANO AND 

In C, K. 296 . Nathan Milstein, violin, 
and Arthur Balsam, piano, C-Set 
Xi 43 ~$ 2 . 50 . [**ff$$]. 

The disproportionate prominence of 
the violin in this recording is all 
too frequently repeated in the items 
listed just below. Milstein’s tone is 
rather coarse and unsteady, his feel- 
ing for the music academic rather 
than affecting. Balsam plays excep- 
tionally well, but he is hardly given 
the opportunity that the score con- 
tains. 

In G, K. 301 (Allegro only). Yehudi and 
Hephzibah Menuhin. ^-16106 — $1. 
[*^ff$$]. 

Both young musicians perform 
splendidly on this disk, which is 
deplorably incomplete. Life and 
spirit are blended with a musician- 
ship that is altogether exceptional. 

In E minor, K. 304 . Szigeti and Nikita 
de Magaloff. C-69005 — $1. [^^fff$$]. 
The balance of violin and piano is 
scrupulously maintained here, and 
the performance is a highly culti- 
vated one. However, there is a 
nervous excitement in Szigeti’s 
phrasing which could be better con- 
trolled. The recording is good. 

In F, K. 376 . Yehudi and Hephzibak 
Menuhin. F~Set 791 — $2.50. [^*ff$$]. 
Grete Eweler, violin, and Alice 


cially marked in rhythmic impulse 
and accentuation. The recording is 
thoroughly good. 

PIANOS 

be for the Luboschutz-Nemenoff, 
which has better mechanical clarity, 
not quite so much insouciance as the 
Doucet-Wiener. 

1 F, K. 497 . The Sanromds. V-Set 809 
— $3.50. 

There is plenty of energy in this 
performance, and much technical 
efficiency. However, it is rather a 
chilly Mozart that emerges from the 
recording, sharp-edged and un- 
appealing. 

VIOLIN 

Ehlers, harpsichord. £>-25025 — ^$.75. 
[^ff$$]. 

The tragic wastefulness which has 
decreed that the piano playing of 
Hephzibah should be restricted to a 
scant few recordings is even more 
shocking when one considers the . 
quality of her performance here. It 
is plainly the dominant element in 
the interpretation, energetic and un- 
derstanding. For that matter, the 
ensemble is excellent, and well- 
reproduced. The slight interest of 
the two movements contained on the 
Decca disk (the second is omitted) 
derives from the use of the harpsi- 
chord, However, the reproduction is 
shrill, the surfaces noisy. 

In F, K. 377 . Adolf Busch and Rudolf 
Serkin. £'-15175-^$^. [**ff$$]. 

The long association of the per- 
formers adds enormously to the 
interest of this version, though they 
tend to intellectualize the music. I 
would prefer their finesse plus a 
little more enthusiasm. The record- 
ing is good. 

In E flat, K. 380 . Albert Spalding and 
Andre Benoist. V-Set 819 — ^$2.50. 
[**f$$]. 

Spalding^s wiry, out-of-tune playing, 
his feeble kind of sentiment is not 
to the advantage of this music. 
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Benoist follows dutifully, and the 
recording is of routine quality. 

In B flat, K. 454 . Heifetz and Emanuel 
Bay. T-14326-7— $3. [*^f$$]. An- 
dantino only. Yehudi and Hephzihah 
Menuhin. F“i6io6 — $1. [*^ff$$]. 
The slickness of Heifetz’s tone, its 
oily flow and suavity are only oc- 
casionally animated by the forceful- 
ness that the work requires. More- 
over Bay’s basic weaknesses as a 
pianist are accentuated by the con- 
sistently subordinate place assigned 
to him in the ensemble. The Menu- 
hins’ playing of this slow movement 
has more energy and pulse than the 
one in the complete issue. 

In B flat, K. 454 . Denise Soriano^ ^violin, 
and Maffda Tagliafero, piano. C-Set 
X131 — ^$2.50. [**fff$$]. Heifetz and 
Bay. J^-14327-8-9— $3. L^'^ffOT]. 


Both of the female performers have 
better equipment for this work than 
their male counterparts. Soriano is 
an especially able violinist with a 
fine sense of Mozartian phrasing 
and an aptly controlled tone quality. 
Her partner is equally qualified. 
The more celebrated pair of men 
are inclined to coquette with the 
music, substituting an artificially af- 
fected style for a truly sympathetic 
one. 

In A, K. 526 . Yehudi and Hephzihah 
Menuhin. T-8442-3— $2. [**fff$$]. 

An extremely alert, energetic per- 
formance, tasteful and understand- 
ing. Menuhin’s tone is far more 
sonorous here than it ordinarily is 
on records, much to the advantage 
of Mozart. 


VIOLONCELLO AND BASSOON 


In B flat, K. 292 . Benjamin Kohon, 
h as soon j and Joseph Schuster, cello. 
T-12149 — ^$1. [**--$$]. 

The curious designation above re- 
lates to no deficiency of ability in 
this performance, for it is tech- 
nically impeccable and musically as- 
sured. Unfortunately, the disposition 


of parts is exactly reversed, with 
the bassoon playing the part Mozart 
wrote for cello and vice versa. Since 
the bassoon was the dominant in- 
strument in the score as Mozart 
planned it, his intention is com- 
pletely defeated. The recording is 
good. 


SONGS 


Abendempfindung. Ria Ginster, soprano, 
and Gerald Moore. ^-14824 — ^$1. 
[^*ff$$]. Emmy Bettendorf, ^ith 
orchestra. D-25000— $.75. [*ff$$]. 
Bettendorf’s singing is highly cap- 
able, but she is impeded by one of 
those salon orchestras so popular in 
German recording circles nine or 
ten years ago. In addition, Ginster’s 
fine singing is much better repro- 
duced, against a skillful piano 
background provided by Moore. 

AIs Luise die Briefe. Ginster and Moore, 
piano. /^-I4824 — $1. [**ff$$]. 

There is more drama in this song 
than Ginster realizes, but her ap- 
proach is a thoroughly musical one. 
The recording is good. 

An Chloe. Ginster and Moore, ^-1869 


— ^$*75* [**ff$$]. Lotte Lehmann, 

soprano, and Erno Balogh. — 

$.75. 

Though I prefer the warmth of 
Lehmann’s voice to the chill of 
Ginster’s, I cannot recommend the 
dull, unbalanced recording of Leh- 
mann’s voice and Balogh’ s all but 
inaudible piano. Consequently, a 
reluctant vote for the clear repro- 
duction of an inferior performance. 
Verschweigung, die. Lehmann and 
Balogh. T-1730 — $.75. [*ff$$]. 
Another heartwarming perform- 
ance mutilated by breathy, distorted 
recording. However, this is an out- 
standing instance of Lehmann’s 
artistry. 

Veilchen, das, Ginster. F-1869 — ^$.75, 
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Olive Kline, j^-24790 — $.50, specified piano and can tolerate 

scratchy recording, Bettendorf s sing- 

There is no comparison between ing will be worth the investment, 

these performances, for Kline is not Zouberer, der. Ginster. i^-14824 — ^$1. 
in the class of Ginster and also uses [**ff$$]. 

an English text. Ginster’s feeling for the humor of 

Wiegenlied. Bettendorf. D-zsooi — $.75. this song and her charming vocaliza- 

[*ff$$]. tion of it are equal elements in the 

If you are not offended by a minia- attractions of the disk. It is well- 

ture orchestra in place of the recorded. 

TRIOS 

STRINGS 

In E flat, K. 563. Pasguier Trio. C-Set It is played with formidable mastery 

351 — ^$5.50. [**fff$$]. by the Pasquier brothers, who com- 

This work is classified among the bine a thorough command of their 

“Divertimenti” of Mozart, though instruments with finely schooled 

it is perhaps the greatest work for musicianship. The reproduction is 

three string players in the literature. extremely good. 

STRINGS AND PIANO 

In E, K. 542. Kurt Applehaum, piano, stricted in tonal range but admirably 
Roman Totenherg, violin, and Fritz clear. 

Magg, cello. M-H 03-4 — [**ff$$]. In G, K. 564. Mme. Walter Lang, piano, 
In C, K. 548. The same, ikf-i 105 - 6 — $ 3 . Walter Kdgi, violin, and Fritz Hin-^ 

[*^ff$$]. dermann, cello. C^Set X81 — ^$2.50. 

Both performances are thoroughly [*f$$]. 

rehearsed, products of a sensitive. This performance does not conform 
comprehending musicianship. None of to even a reasonable level of profes- 
the performers is a remarkable vir- sional competence, with the cellist, 
tuoso, but all possess a unified atti- in particular, offending by poor in- 
tude toward the music that is highly tonation. The musicianship is hardly 

satisfying. The recording is con- tolerable, the recording thin. 

VARIATIONS 

Unser dummer Pobel meint, K. 455. Kath- tive musicianship make an engaging 
leen Long, piano. Af-io5i-2 — ^$3. experience of this little-known work 

[**ff$$]. based on a theme of Gluck. The re- 

Long’s competent technic, her attrac- cording is good. 

MISCELLANEOUS WORKS 

FLUTE AND ORCHESTRA 

Andonte, K. 315. Blech conducting the tractive work is uncredited on the 

Berlin Philharmonic Orchestra. V- label. In any case, it is a choice item 

11407 — $1. and recommended to Mozart fanciers 

Unfortunately the highly skillful who might have passed it by. 
performer of the solo part in this at- 

ORGAN 

Fantasia in F minor, K. 608. G. jD. Cun- not make more absorbing the music 
mngham. 67-69009—$!. [*ff$$]. itself, which was originally written 

Tnif big echoey recording, the cum- for a mechanical instrument, 
bfctome sound of the instrument do 
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PIANO 


Fantasia in C minor, K. 396, Edvnn 
Fischer, r-8696 — $i. [*f$$]. 

Fischer is much below his normal 
standard in this performance, play- 
ing with a dull precision and little 
animating imagination. Moreover 
the recording is faint, the reproduc- 
tion scratchy. 

Fontasia in D minor. Lando^wska. V- 
15067 — ^$1. [^*ff$$]. Hans Barth, F- 
20345—^50. ['^*f$$]. 

There is reasonable value in the 
Barth performance, but it cannot 
compare, in fluency or creative feel- 
ing, with the Landowska interpreta- 
tion. The latter is also better re- 
corded; 


Gigue in G, K, 574. Kathleen Long, ilf- 
1052— $1.50. P*ff$$]. 

Minuet in D, K. 355. The same. M- 
1052 — $1.50. [**ff$$]. 

Both of these lively works are 
played with artful unpretentiousness 
by Long. The recording is fair. 

Minuet in G, K. 1. Ed^win Fischer. F- 
i 693-$.75. [**f$$]. 

The interest of this piece is, largely, 
that it is credited to Mozart’s fifth 
year and is supposedly the earliest 
surviving work of his. However, its 
simplicity is baffling to Fischer, who 
treats it with heavy emphasis and 
little humor. 


VIOLIN AND VIOLA 


Duo in B flat, K. 424. Heifetz and 
Primrose^ viola. V-Set 831 — ^$3. 
[***£$$]. Simon Goldberg, violin, 
and Paul Hindemith, C-Set X46 — 
$2.50. [**f$$]. 

Against this imposing battery of 
names I can only throw up a stout 
breastwork of discontent with both 
versions. The recent one of Heifetz 
and Primrose is full of unpleasant 
exaggerations, as if each were de- 
termined to show the other just how 

VOICES AND 

Moss in F, K. 192. Motet Singers di- 
rected by Paul Boepple. M^Set 23 — 
$6.50. [**ff$$]. 

Neither the individual voices or the 
ensemble sound can be described as 
arresting, but Boepple’s fine musi- 


good a Mozart player he is. The 
consequence is that the music is 
subdued by swells of tone, accents, 
and slurs that might be tolerable in 
Brahms but are frightening here. 
The Goldberg-Hindemith version is 
more temperate, but marred by the 
coarseness of Hindemith’s tone, the 
carelessness of his intonation. The 
rating above is merely chronological 
and takes account of the superior 
recording of the newer version. 

ORCHESTRA 

clanship dominates the performance. 
Technically, the performance is 
steadily accurate and well-con- 
trolled. More resonance would have 
been welcome in the recording. 


NANINI, GIOVANNI MARIA 


Diffusa est gratia. St. Nicholas Church 
Chorus, directed by Abbe Marcel 
Lepage. D -20607 — [’'’ff$$]. 

The choir and its capable conductor 


perform this music with technical 
accuracy and good tonal quality. 
The recording is fair. 
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NARDINI, PIETRO 


Lorghetto in A. Nathan Milstein, molin, 
and Leofold Mittmann. (7-69179 — ^$i. 

Milstein^s clear tone and clean style 


are well suited to the needs of the 
work, which is not particularly pro- 
found. Xhe reproduction is good. 


NESSLER, VICTOR 


Trompeter von Sdkkingen, der.: Behiit' 
dich GoM. Rickard Tauher, <with or- 
chestra directed by Ernst Hauke, D- 
29017— $1. [**ff$$]. 

Tauber’s pleasure in singing this 


music is a consequential part of the 
effect of his performance. Also, it is 
an excellent specimen of his voice 
in its prime. The reproduction is 
satisfactory. 


NEVESTRUEFF 


Song of the Wanderer. Vladimir Rosing, rably reproduced. The surface is 
tenor. jD-29046 — ^$1. [**ff$$]. noisy. 

A BEAUTIFUL job of singing, admi- 

NICOLAI, KARL OTTO 


OPERA 

DIE LUSTIGEN WEIBER VON WINDSOR 


Overture. Sir Thomas Beecham and the 
London Philharmonic Orchestra. C- 
68938 — $1. [**fff$$]. Fiedler and 
the Boston "Pops.” ^V-izsss — ^$1. 
,[***££$$]. Boult and the BBC Or- 
chestra. T-11836 — $1. [**ff$$]. 

Georg Szell and an unidentified 
orchestra. £>-25142 — ^$.75. [*ff$$]. 

Josef Pasternack and the Victor 
Symphony Orchestra. ^^-35764 — ^$.75. 

[*p$$$]. 

Beech AM’s penetration, spirit, and 
musicianship make his version of 
Nicolai’s hardworked overture really 
an unfair epigone for the efforts of 
lesser men. One hardly expects such 
pertinacity and intensity in a work 
of this order. However, it is all to 
the advantage of the listener, as is 
the excellent recording. Fiedler’s less 
agile interpretation is also brilliantly 


reproduced, better, indeed, than any 
other in the group. Fuzzy sound is 
especially disadvantageous to Boult. 
The orchestra and its recording are 
both unfavorable to Szell’s sensitive 
effort As for the Pasternack, it is a 
curio^ to remind one of the atrocities 
that were accepted docilely by rec- 
ord collectors in the long ago. 

Nun eilt herbei. Lotte Lehmann. D- 
23025-$.75. [*^ff$$]. 

Lehmann has few more character- 
istic performances on records than 
this one, which finds her voice in 
comparatively good condition. More- 
over, it shows a remarkable apti- 
tude for florid singing, an ability not 
often associated with her. The re- 
production is rough and poorly bal- 
anced, but clear enough to make the 
virtues of the performance apparent. 
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NIN, JOAQUIN 


Danse Iberienne. Joaquin Nin, piano. 
D-20544 — ^$.50. The same, 

fwith La Argentina. D-20528 — ^$.50. 

My preference, both for interest 
and economic advantage, is the disk 
that contains both Nin’s piano- 
playing and the superb rattle of Ar- 
gentina’s castanets marking off the 
bite of her heel clicks. The recording 
in both cases is only tolerable. 

Cantilene de la jeune fille perdue. Ninon 
Wallin, soprano, and Joaquin Nin, 
piano. D -20541 — $.50. [*ff$$]. 

Canto Andaluz. Wallin and Nin. D- 
20541— $.50. [*ff$$]. 

Chardonneret au bee d'or. Wallin and 
Nin. i)-20542— $.50. [*ff$$]. 


Granadina. Wallin andi Nin. D-20541 — 
$.50. [*ff$$]. 

Malagueno (Andaluza). Wallin and Nin. 
Z)-20543“~$.50; [*ff$$]. 

Montanesa. Wallin and Nin, D-20542 — 
$.50. [*ff$$]. 

Polo (Andaluza). Wallin and Nin. D- 
20543“$- 50. [*ff$$]. 

The refinement of Vallin’s art does 
not deter her from entering wholly 
into the spirit of this music and sing- 
ing it with splendid sensitivity and 
animation. Her tones sound thin 
more often in these disks than on 
others in the Decca catalogue, but 
it may be the fault of the unres- 
onant recording, Nin plays the ac- 
companiments expertly, and the cost 
of the three records is modest indeed. 


NORCOME, DANIEL 


Division on a Ground-bass. Rudolph and 
Arnold Dolmetsch. C-5714 — $.75. 

[**f$$]. 

Perhaps it is impossible to make 
these instruments sound better than 


they do here, but the efforts of the 
Dolmetsches to draw music from the 
viola da gamba and the lute do not 
fill me with delight. The reproduc- 
tion is quite good. 


OFFENBACH, JACQUES 


BALLET 


Gaite Parisienne. Efrem Kurtz conduct- 
ing the London Philharmonic Or- 
chestra. C-SetXizs — ^$2.50. [**ff$$]. 
Actually this might be better cred- 
ited to Maurice Rosenthal, who is 
responsible for the order and or- 
chestration of the selections from 
various Offenbach scores. However, 
the essential honor is Offenbach’s, 


for the racy tunes and energetic 
rhythms that provided the basis for 
a Massine ballet. The recorded ex- 
cerpts include only a part of the 
ballet, but they are performed with 
fine) zest and precision under Kurtz’s 
spirited direction. The recording is 
good. 


OPERAS 

LA BELLE HiLINE 

Overture. Otto Klemperer and an un- The versatility of this conductor is 

identified orchestra. 2^-25145 — $.75. wonderfully exemplified by this per- 

[♦fff$$]. formance, which is far from the 
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classical literature associated with 
him. There is fine style and pre- 
cision in this interpretation, and it 
is efiiciently executed by the orches- 

LES CONTES 

11 etait une fois. Richard Tauber, vjiih 
chorus and orchestra, jD-35758 — ^$.75. 

imn 

This hopeful French designation has 
little to do with Tauber’s perform- 
ance, for he uses a German text. 
But his remarkable agility and vocal 
control make the disk more than 
ordinarily interesting. Both the 
chorus and orchestra are capable, 
but the recording is poor. 

Oiseaux dans la charmille^ les (Doll Song). 
Pons, D-23016 — $.75. [*f$$$]l. Adele 
Kern, D-zsz^^ — $.75. [*f$$]. 

Pons has the authentic style for this 
music, but when it was recorded 
(nearly a decade ago in France) 
her voice was even more infantile 
in sound than it is today. In addi- 
tion it is a distinctly inferior re- 
cording. Kern sings intelligently, 
but she must labor with music of 
this kind. In addition a German text 
is used. The orchestra directed by 
Frieder Weissmann is acceptable. 

Entr' octe and Barcarolle. W eissmann 
conducting an unidentified orchestra. 
X)-35053 — ^$.75. [*ff$$]. Beecham 

and the London Philharmonic Or- 
chestra. C-68692 — ^$1. [**ff$$]. 
There is sound feeling for the music 
in Weissmann’s performance, but it 
is minimized by the coarse surfaces 
and poor recording. Beecham’s effort, 
though slightly more expensive, is 
much more satisfactory. 

Barcarolle. Emmy Bettendorf, soprano, 
and Karin Branzell, contralto, D- 
25 1 15 — $.7$, [*ff$$]. Bori, soprano, 
and Tihhett, baritone, F-1747 — ^$.75. 
[*ff$$]. Beecham and the London 
Philharmonic Orchestra. C-68692 — 
$1. [**ff$$]. Shilkret and the Inter- 
national Concert Orchestra, ^-35839 

Though poorly recorded, and ham- 


tra. However, the recording is de- 
cidedly blonde (meaning colorless), 
though clear. 

D'HOFFMANN 

pered by a German text, the voices 
of Bettendorf and Branzell are 
neatly suitable for this music. On 
the other hand Bori and Tibbett, 
who use the original French, distort 
the intent of Offenbach, and are also 
poorly recorded. As noted above, 
the Beecham interpretation has a 
good deal of style, and it is excel- 
lently reproduced. However, I would 
recommend the small investment re- 
quired to possess the Shilkret con- 
ceit, for it is a fruity excursion in 
esoterica, complete with bird-calls. 

0 Dieux, de quelle ivresse. Richard 
Tauber, D-z^ys^ — $-75* [*ff$$]. 
Tauber’s* lovely voice and his ex- 
emplary control of it are the essen- 
tial attractions of this disk. How- 
ever, the reproduction is poorish, 
and a German text is used. 

C'est une chanson d^mour. Bettendorf, 
soprano, and Herbert Ernst Grok, 
tenor. D-zoooo — ^$.50. [*ff$$]. 
Another instance of thoroughly ca- 
pable singing compromised by the 
use of German. Groh, particularly, 
acquits himself with credit. The re- 
cording is better than the Decca 
average. 

Duet,. Act II, and Intermezzo, Act I. 

Beecham and the London Phil- 
harmonic Orchestra. C-68692 — ^$1. 
[**ff$$]. 

This is the companion side to the 
Entr’ acte and Barcarolle listed 
above and equally well-played. Note, 
particularly, the excellence of the 
wind instruments. The recording is 
first-class. 

Selection. Unidentified orchestra and 
conductor, D-zszSz — ^$.75. [*f$$]. 

An example of cozy mediocrity, 
both in conception and execution. 
The recording is poor. 




292 


A GUIDE TO RECORDED MUSIC 


LA FILLE DU TAMBOUR MAJOR 


Fantasia. Paul Minssart conducting an 
unidentified orchestra, D-20568 — 
$.50. 

There is nothing to recommend in 


this disk save the material, which 
is reasonably entertaining. The re- 
production is no aid to the per- 
formers. 


LA GRANDE DUCHESSE DE GiROLSTEIN 


Galop. Orchestre Raymondcj conducted 
hy G, Walter, C-386 — $.75. [**ff$$]. 
This is one of the best of Offen- 
bach^s efforts in this genre, played 
with a good deal of virile feeling. 
The recording is good. 


Selection. Paul Minssart and orchestra, 
i)-20584— $.50. [*ff$$]. 

There is less distinction in the re- 
cording, but the performance is 
energetic. 


ORPHiE AUX ENFERS 


"Abridged" version. Ursula van Diemen, 
Emmy von Stetten, Rudolf Hofbauer, 
and Alfred Strauss, vnth orchestra 
conducted by Ernst Rbmer, D-20407- 
10— $2. Pff$$]. 

Aside from van Diemen, the singers 
are no better than fair; but there is 
a good deal of spirit in Romer’s per- 
formance, though I enter a firm 
objection to the German text. The 
recording is a minus factor. 

Overture. Constant Lambert conducting 
the London Philharmonic Orchestra, 


F-12604 — $1. [*ff$$]. Dajos Bela 
and orchestra, D-25465 — $.75. [*f$$]. 
Victor Symphony Orchestra directed 
by Rosario Bourdon, F-35881 — $.75. 
[*f$$]. 

One’s preference among these de- 
pends on the inclination of the lis- 
tener toward movie style, restaurant, 
or cafe, since the descending order 
parallels the emphasis of the record- 
ings. There is the best level, musical 
and technical, in the Lambert treat- 
ment. 


LA PiRICHOLE’ 


Tu n'est pas beaii. Maggie Teyte, D- 
29008 — $1. [*ff$]. 

One could hardly find a more im- 
pressive example of a superlative 
performance taking precedence over 


inferior material. Teyte^s voice and 
her exceptional domination of it 
make this an item worthy of a place 
in any collection. I cannot commend 
the recording. 


LA VIE PARISIENNE 


'Abridged" version. Helene Regelly, 
Henry Lav erne and Felix Oudart, 
vnth Gabriel Diot conducting, D- 
20588 - 93 ---$ 3 . [*ff$$]. 

The individual voices here are not 
noteworthy, but the conducting is 


spirited and the playing of the or- 
chestra thoroughly animated. The 
famous quadrille (which reappears 
in a glorified form in Gaiti Paru 
sienne) is included in this survey. 
The recording is only fair. 


PACHELBEL, JOHANN 


Magnificats. Wanda Landovosha, F- 
15172—$!. [**fff$$]. 

Landowska treats the fine, sober line 
of this music with admirable re- 
straint, but with enough physical em- 


phasis to make its quality apparent. 
The recording of her harpsichord is 
much above the average, resulting 
in good, ringing tone and satisfying 
definition. 
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PADEREWSKI, IGNACE JAN 

CONCERTO FOR ORCHESTRA AND PIANO 


In A minor ( 1888 ). Sanromd and the 
Boston ^^Pofs” Orchestra conducted 
by Arthur Fiedler, V-Set 614 — $4.50. 
[***££$$]. 

There is plenty o£ £orce and clangor 
in Sanroma’s treatment o£ this score, 
but a little too much hard glitter of 


sound even for this music. Its tech- 
nical challenges are all accepted and 
vanquished, but there is opportunity 
for more variety of tone than he 
provides. The orchestra is excellent, 
the conducting businesslike, and the 
recording powerful. 


PAGANINI, NICCOLO 


CONCERTOS FOR ORCHESTRA AND VIOLIN 


No. 1 in D major. Yehudi Menuhin and 
the Paris Symphony Orchestra con- 
ducted by Pierre Monteux. V-Set 
230 — ^$5.50. [**ff$$]. First movement 
only. Kreisler and the Philadelphia 
Orchestra under Ormandy, V-Set 
361— $2.50. ["^*£$$3. 

One cannot directly compare these 
recordings, for Menuhin uses the 
original three-movement version of 
the work, whereas Kreisler per- 
forms his o<wn revision and orches- 
tration of the single movement (the 
first) generally played in public. 
There is a certain amount of fustian 
and slickness in the music, which 
Menuhin treats too literally for the 
best results, but it is an altogether 
dazzling exhibition of fiddling that 
he provides. The effect is much en- 
hanced by the richly stylistic con- 
ducting of Monteux, who plays the 


music with fine gusto and point. The 
cutting and pasting that Kreisler 
has done diminishes the time it takes 
for Paganini to express himself, but 
one questions whether these tunes 
and turns call for the kind of pseudo- 
counterpoint he provides for them. 
Also, his playing is heavy-footed 
and unsure for music of this vola- 
tility. The recording is excellent. 

No. 2 in B minor. Rondo a ia clochette 
("Campanella"). Menuhin and Hu- 
bert Giesen, piano, F-7599 — 
[**ff$$]. 

This is the only record of the work 
as Paganini conceived it, though 
with piano accompaniment rather 
than the original orchestra. It has 
definite interest for fanciers of vio- 
lin music, especially as played by 
Menuhin. Piano transcriptions will 
be found under Liszt. 


CAPRICES 


Complete version. Ossy Renardy and 
Walter Robert, piano. V-Sets 672 
and 738 — $7. [**ff$$]. 

Since it is not likely that this music 
will appeal to any but violinists and 
connoisseurs of violin-playing, it is 
indeed strange that the recording 
offers the pieces not as written by 
Paganini but with the piano ac- 
companiments added by Ferdinand 
David. This is a slight point, but 


it bears out my feeling that Renardy, 
for all his fine talent, has not quite 
the flair for this music to be en- 
trusted with such a definitive proj- 
ect. It is good playing, accurate 
playing, occasionally even fine play- 
ing; but it leaves me unsatisfied. 
The recording is good. 

No. 5 . William Primrose, mola, C- 
7323—$!. [♦♦fff$$]. 

This is virtuosity in excelsis; abso- 
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lutely dazzling as pure sound, and 
yet full of manly musicianship and 
strong feeling. When one remembers 
that Primrose is handling the cum- 
bersome viola, the miraculous be- 
comes unbelievable. 

No, 6. Menuhin and Georges Enesco, 
piano, V-x^z2 % — ^$i. [*^f$$]. 

Even with Enesco at the piano, his 
added accompaniment seems rather 
pointless. Moreover, Menuhin’s in- 
tonation is unreliable. 

No. 9 . Menuhin, 1^-14228 — ^$1. [**ff$$]. 
This unaccompanied performance is 
finely articulated, tonally bright, and 
technically secure. 

No. 13 . Heifetz. 1^-1697— $.75, p*fff$$]. 
Primrose jviola, — ^$i.[*^fff$$]. 
Anyone who wants to study the 
comparative virtuosity of two out- 
standing instrumentalists has an un- 
paralleled opportunity here. Heifetz’s 
performance is, to be sure, the more 
idiomatic, but it has little edge in 
breath-taking accuracy or finesse 
over the Primrose. Both are well- 
recorded. 

No. 20 . Heifetz, ^-1697 — ^$.75. 


Tossy Spi^akomjshy, D- 
20666 — $.50. [^f$$]. 

Both performers use the Krei’sler 
version, with piano accompaniment. 
There is no parity of accomplish- 
ment to be considered, for Heifetz is 
infinitely more deft than Spiwa- 
kowsky and much better recorded. 

No. 24 . Primrose, mola, ^’-15733 — ^$1. 
[**fff$$]. Menuhin, V-i6so — $.75. 
[♦*ff$$]. Heifetz, F-8828— $1. 
[**f$$]. 

For a pure statement of the music in 
this caprice, and a dazzling solution 
of its technical patterns, neither the 
Menuhin nor Heifetz versions can 
match the devilish wizardry of 
Primrose, despite his cumbersome 
instrument. I do not like his own 
arrangement any better than the 
Auer one used by Heifetz, but if it is 
virtuosity that is desired, he has it. 
Menuhin applies some absurd ac- 
centuations to the theme, but he 
plays the variations with remarkable 
strength and accuracy. The Heifetz 
lacks the bite and forcefulness of 
both the others. 


FANTASIA 


On G String ("Moses in Egypt"). Menu- 
hin, ^-17730—$!. [**fff$$]. 

The only justification for listening 
to this performance is the astound- 
ing fiddling of Menuhin, who plays 


with implacable energy, fantastic 
verve, and poise. Essentially a bla- 
tant tour de force, it attains a meas- 
ure of dignity and point in his 
performance. 


MOTO PERPETUO 


Allegro di Concert, opus 11 . Ormandy 
and the Minneapolis Orchestra, V- 
i4325--$i. [**fff$$]. The Same, V- 
8661 — $1. [**ff$$]. Toscanini and 
the NBC Orchestra, T-15547 — ^$1. 
[*^ff$$]. 

The higher number of the two Or- 
• mandy disks is the later release 
and both louder and faster than its 


predecessor. Since the intent of this 
arrangement is obviously to aston- 
ish, the preference must be for the 
later, more astonishing perform- 
ance. Toscanini suffers from 8-H 
trouble in his recording, the prop- 
erties of that studio obviously dimin- 
ishing the verve and brilliance of 
his orchestra. 


SONATAS 

In A. Renardy, ^-17638 — ^$1. [**ff$$]. as the term is commonly understood. 
This and the two works listed be- Renardy makes apt use of the alter- 

low have no relationship to sonatas nating slow and frenzied sections 



PALESTRINA 


295 


to display his tone^ violinistic con- 
trol, and ingratiating musicianship. 
All these are well-reproduced. 

No. 11 in A. Tossy Spi^ako^ivsky. jD- 
25049— $.75. [*ff$$]. 

Despite the insistent scratch of this 
surface, one hears an impressive 
amount of sound, energetic violin 
playing from Spiwakowsky. How- 
ever, the recommendation is essen- 
tially a hesitant one. 


No. 12 in E minor. Renardy. C-17132 — 
$•75* Spi^akovssky. D- 

25409— $.75. [^ff$$]. 

Better recording and a compara- 
tively scratchless surface give the 
advantage to Renardy’s polished 
playing. Violinistically, Spiwakow- 
sky’ s task is creditably accom- 
plished, but he is hampered by the 
inferior reproduction. 


PAINE, JOHN KNOWLES 


Oedipus Tyrannus: Prelude. Howard 
Hanson conducting the Eastman’^ 
Rochester Orchestra. F-15658 — $1. 
[^^ff$$]. 

There is sturdy quality in Hanson’s 
treatment of this venerable bit of 
Americana, not a little of it inherent 


in the music itself. Certainly it in- 
dicates that there were American 
composers before Harris and Cop- 
land, even before MacDowell and 
Chadwick. The recording is thor- 
oughly good. 


PAISIELLO, GIOVANNI 


OPERA 


THE BARBER OF SEVILLE 


Overture. Fiedler conducting the Boston 
*‘Pops** Orchestra. i^-12519 — ^$1. 

[^*ff$$]. 

Fiedler responds with enthusiasm to 


this crisp, vital music, and the re- 
cording of his fine orchestra is first 
rate. 


LA MOLINARA 


Nel cor piu non mi sento. Ezio Pinza. 
r-17915 — ^$1. [^*fff$$]. 

Few students of the piano have 
escaped a bout with Beethoven’s 
“easy” variations on this contempo- 
rary air. Here it is sung in Paisi- 
ello’s original, with luscious tone 
and infectious artistry by Pinza. The 


accompaniment is good, the record- 
ing excellent. 

Zingarella, la. Conchifa Superma. D- 
20549 — $*5o* [**fff$$]. 

A SUPERLATIVE instance of Super- 
via’s vigorous art, her intensely per- 
sonal feeling for music. The record- 
ing is better than one would expect. 


PALESTRINA, GIOVANNI PIERLUIGI DA 


Missa assumpta est. /. Samson direct- 
ing the Dijon Cathedral Choir. V- 
II 680-1 — $2. [*ff$$]. 

From a technical standpoint this is 
a splendid performance, but the re- 


cording is blurry, the voices blank- 
eted by a cavernous aural back- 
ground. Then, too, there could be 
more life and impetus in the con- 
ducting. 
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Missa Brevis. Madrigal Singers con- 
ducted by Lehman EngeL C-Set 299 
^$3.50. [«ff$$]. 

Engel has a good conception of this 
work, though it is not always ful- 
filled by the group at his disposal. 
The tonal quality lacks mass, and 
the recording hasn’t sufiicient reso- 
nance. 

Missa Papae Marcelli. Westminster 
Cathedral Choir directed by Sir 
Richard Terry. /^-3594i-44 — ^$3. 
[^^ff$$]. 

This English group is not to be con- 
fused with the American West- 
minster Choir,” which has done a 
good deal of recording. This is an 
exceptional example of careful, in- 
telligent performance capably re- 
produced. However, the ^‘Agnus 
Dei” is omitted from this per- 
formance. 

Missa Popae Marcelli (Sanctus only). 

Chorus directed by Sir Richard 
Terry. C-5712— $.75. [*‘'^ff$$]. 

This excerpt is included in the 
Columbia History of Music and is 
hardly as good a value as the ver- 
sion above. 

Adoramus te. Palestrina Choir, directed 
by Nicola Montani. V-Z1S22 — ^$,50. 
[**ff$$]. 

Montani is a close student of this 
music, and the group of records 
scattered through the listings below 
is one of the joys of the Palestrina 

• literature on disks. The ensemble is 
smaller than most of the big choirs 
used for similar works, but it sings 
with fine tonal quality and excellent 
definition of the contrapuntal tex- 
ture. The recording is good. 

Hodie Christus. Dayton Westminster 
Choir. F-20410 — ^$.50, [**f$$]. 

I DO NOT care for the quality of 
sound this chorus produces, and the 
performance on the whole does not 
appeal to me. The recording is good. 


Improperia. Sistine Choir. F-7813 — $1. 
[*ff$$]. Palestrina Choir. ^-20898 — 
$.50. p*f$$]. 

Present-day reproduction would do 
much to enhance the quality of the 
Sistine performance, which is nearly 
a' decade old, but it could hardly 
improve the singing, which is splen- 
did. However, at the lower price 
the Palestrina Choir performance 
has its attractions. 

Nunc dimittis. Choir conducted by 
Sir Richard Terry. C'-57ii — $.75. 
[**ff$$]. 

A GOOD, sinewy performance, com- 
petently recorded. 

0 bone Jesu. Unwersity of Pennsyl- 
<uania Choral Society, directed by 
Harl McDonald. V-isj'is — $1. 
[**ff$$]. 

McDonald has a 'thorough under- 
standing of this music and has a 
fine choral group at hand to artic- 
ulate it. The sound, indeed, is very 
rich and well-reproduced. 

Offertorium: Super fluminia Babylonis. 
Sistine Chapel Choir. — ^$1. 

pff$$]. Westminster Abbey Choir, 
directed by Dr. Ernest Bullock. C- 
17146— $.75. 

Neither of these performances is 
satisfactorily recorded, which in- 
clines me to prefer the Sistine 
Choir’s version, which is superior in 
style and atmosphere. It is, however, 
the poorer of the two as a recording. 

Sicut cervus. Palestrina Choir. ^-20898 
—$.50. [**ff$$]. Sistine Chapel 

Choir. V-7%12 — $1. [^ff$$]. 

The advantage here, in a particu- 
larly complex pattern, is with the 
smaller Palestrina Choir, partially 
because its performance is more 
clearly reproduced. However, there 
is good reason for preferring the 
Sistine singers, if one cares to pre- 
serve a consistent style in such 
performances. 
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PALMGREN, SELIM 


En Route. Eileen Joyce, piano. 

-$.75. C**ff$$ 3 . 

Joyce’s spirited, exact playing of this 
work is a further reason for con- 


sidering her the best ^‘unknown” 
pianist of the day. She makes an 
exceptionally engaging thing of this 
miniature. 


PARADIES, PIETRO DOMENICO 


Sonata in D major. Karl Ulrich Schna- 
bel. F-4294 — $.75, [**ff$$]. 

Though Schnabel plays this music 
with proficient technic and proper 
shading, his approach is essentially 
academic. The recording is good. 

Toccata in A major. Jose IturbL 


— $-75* [*^ff$$]. Jean Dennery. D- 

20624 — $*5o* 

Iturbi’s facility carries with it a 
tinge of insensitivity, but one can 
hardly belittle its qualities suffi- 
ciently to prefer the poorly repro- 
duced playing of Dennery. 


PEPUSCH, JOHANN CHRISTOPH 


Beggar's Opera, the, Michael Mudie con- 
ducting a cast including Audrey 
Mildmay, Roy Henderson, Joseph 
Farrington, and Ruby Gilchrist. V- 
Set 772 — ^$6.50. [**ff$$]. 

Those who have been content to re- 
gard this as merely another archaic 
work will find a surprising amount 
of interest in the sprightly perform- 
ance under Mudie of so many fine 
tunes, lively ensembles, and fetching 


rhythms. Unfortunately there is no 
dialogue, and the rambling booklet 
that accompanies the set offers none 
of the text (perhaps to comply with 
U.S. Postal Regulations), but the 
music has exceptional interest never- 
theless. The singers are generally 
capable, and the reproduction is ex- 
cellent. Frederick Austin’s version 
of the score is used* 


PERGOLESI, GIOVANNI BATTISTA 


Concertino in F minor. Max Goberman 
conducting the New York Sinfoni- 
etta. r-i8oi-2— $4. [*ff$$]. 

The sound produced by this ensem- 
ble is a little rough and undisci- 
plined, but Goberman conducts with 
spirit The recording is just about 
passable. 

Serenade: Scherxino. Samuel DushJnn, 
violin, and Igor Stravinsky, piano, 
U-68238— $1. [**f$$]. 

Dushkin’s technic is severely taxed 
by this straightforward music. Stra- 


vinsky’s presence is explained by the 
use of arrangements by him. 

Se tu m'Ami. Conchita Supervia. D- 
20550 — $.50. [*ff$$ 3 , Claudia Muzio, 
C-9112— $1. [*^f$$]. 

Considering the span of price, my 
recommendation is a strong one for 
the artful, warmhearted singing of 
Supervia. It is true that the sound 
produced by Muzio is lovely, but 
there is hardly so much personal 
force in her singing. 

Sonata. Nathan Milstein, violin, and 
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Leopold Mittmann, piano, — 

$ 1 . 

Connoisseurs of subtlety and musi- 
cianship in violin-playing will find 
a remarkable combination of the two 
in this Milstein performance. The 
delicacy and refinement of his con- 
ception are competently enforced by 
Mittmann. The recording is good. 

Stabat Mater. Vienna Choir Boys, F~Set 
545— $3.50. [*^ff$$]. 

The sound produced by the ensem- 
ble is hardly a delight to the ear 
in music of this substance, and the 
intonation of the boy soprano and 
alto soloists is decidedly erratic. 
However, the spirit of the music is 
generally respected, and the repro- 
duction is good. 


Stabat Mater (Opening Chorus only). 
Irmler Choir, JD-25196-— $.75. 
[**fff$$]. 

This is a good deal closer to the 
desired body of tone required by 
this music, but the recording is un- 
fortunately limited to a single sec- 
tion of the work. The reproduction 
is unexpectedly good. 

Vidit suum. HeUne Cals, soprano, D- 
25359— $-75. 

What the identity of this singer 
may be I cannot say, but she is both 
a brilliant vocalist and an astonish- 
ing musician. In other words, this 
is a record that may be commended 
with complete enthusiasm. The re- 
cording, too, is above the Decca 
norm. 


PERI, JACOPO 


Euridtce: Invocotion. Ralph Crane, bari- 
tone, F-21752 — ^$.50. [*f$$]. 

Crane uses his good voice capably 


but in a rather somnolent style. The 
orchestra is poor, the recording 
acceptable. 


PEROSI, LORENZO 


Benedictus; Tu es Petrus. Sistine Chapel liantly exemplified here. However, 
Choir, V-78ii — $ i. [*ff$$]. the recording is blurry and not suf- 

The amazing ensemble and tonal ficiently defined, 
richness of this organization is bril- 

PEZEL, JOHANN 


Introde; Sarabande; Gigue.,rr^z// Family 
Recorder Ensemble, V-20xz — $.75. 
[**ff$$]. 

The combined effect of five re- 
corders is suspiciously suggestive 


of an eighteenth-century calliope, 
but there is a good deal of charm 
in the music. Also the performances 
are tasteful, carefully worked out. 


PICK-MANGIAGALLI, RICCARDO 


Carillon Magico, II: Intermezzo* delle 
Rose. Tullio Serafin and the Milan 
Symphony Orchestra, (7-7259— $1. 


One will not quarrel with the ap- 
propriateness of this music to the 
composer’s designation of it, for it 
is almost tangibly sweet. However, 
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Serafin can do little to make it This is an apt display piece for 
interesting. Joyce, whose able fingers dance 

Danse d'OIaf, la. Eileen Joyce, through it with ease and precision. 

—$.75. [**ff$$]. The recording is good. 

PIERNE, GABRIEL 

BALLET SUITE 

Five movements. Orchestra of the Con- Damrosch and the Ne<w York Sym- 
certs ColonnCj conducted by the com- phonyOrchestra.C-Sj^^s — $1. 

poser. D-zszji-z — ^$1.50. [*ff$$]. Fiedler’s treatment of this music is 

The composer-conductor has a better curiously heavy and insensitive, dis- 

conception of this music than either tinctly below one’s expectations for 

of the interpreters listed below (in this generally responsive conductor, 

the single movement they play), but However, the recording is well up 

he is handicapped by inferior re- to contemporary standards. Some 

cording of an erratic orchestra. idea of the age of the Damrosch 

However, the two records ofier a recording may be gained from the 

quantity of music that is unques- observation that the orchestra itself 

tionably attractive. has not existed for a decade. The 

Entrance of the Little Fauns. Boston recording, however, is hardly the 

“Pops** Orchestra conducted by least depressing aspect of the per- 

Arthur Fiedler. ^’-43 19 — ^$.75. [**f$$] • formance. 

OPERA 

RAMUNTCHO 

Ciderie^ la; Fandanguillo; La Couvent vealed in Pierne’s performance, to 

d'Amezqueta. The composer conduct- illuminate the composer’s talent in 

ing the Orchestra of the Concerts an unexpected light. The playing is 

Colonne. D-zsssS — ^$- 75 * [*ff$$]- competent, the recording passable. 

There is little in this music, as re- 

ORCHESTRAL SUITE 

Impressions de music-hall. Orchestra of burden the music, which is exceed- 

the Concerts Colonne conducted by ingly frothy, but it does not add re- 

the composer. D-25396-7-8 — ^$2.25. markably to its interest. The record- 

[*f$$]. ing is tubby and poorly defined. 

Pierne’s conducting does not over- 

ORGAN WORK 

Prelude. Edouard Commette. (7-341 — distinct, is no aid to Commette. 

$.75. [*f$$]. However, the loss is small if his ver- 

Rumbly recording, muffled and in- sion of the music can be trusted. 

PIANO WORK 

Nocturne en forme de valse. Emma Boy- tone and impeccable taste are all 

net. r-4416— $.75. [**ff$$]. elements of a remarkably intelligent 

The pianist’s exceptional feeling for performance. The recording is ex- 
the style of this music, her sonorous cellent. 
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TRIO 

Trois Pieces en Trio. Pasquier Trio. sider possible. Indeed, the substance 
C-Set X153 — ^$2.50. of the whole score is a good deal 

Possibly because the first of these more imposing than one can find in 

pieces is dedicated to the per- any other recorded work of Pierne. 

formers (and, indeed, is built on Tonally and technically the record- 

the first names of the players) they ing is very satisfying, 
make more of it than one would con- 

VIOLIN WORK 

Serenade. Renee Ckemet, F-1302 — ^$.75. and a quiet old age. Specifically, it 

[*f$$]. is as sweet as it is inoffensive, and 

After, twelve years in the catalogue completely unimportant in both re- 

this disk deserves green pastures spects. 

WOODWIND ENSEMBLE 

Prelude and Fugue. Curtis Woodwind quality of these performances. How- 

Ensemble. r-4332 — ^$.75. [**ff$$]. ever, there are definite evidences 

Marcel Tabuteau’s high sense of of a French horn in this ensemble, 

finesse and precision in his own oboe which hardly accords with its de- 
playing is an integral part of the scription. The recording is goodp 

PISTON, WALTER 

Festival Song. Harvard. Glee Club, con- which is quite powerful but a little 
ducted by G\ Wallace Woodworth, blatant. 

F-18013 — $1. [**fff$$]. Sonata for Violin and Piano. Louis Kras- 

The robust ensemble enjoys some ner and Walter Piston. C-Set X199 

skillful assistance from a brass en- — $2.50. [**fff$$]. 

semble of Boston Symphony men. Krasner’s gift for playing contem- 

Both groups are capably directed by porary music is enforced by the in- 

Woodworth, and the recording is cisive, strongly-marked collabora- 

excellent. tion of the composer at the piano. 

Quartet No. 1. Dorian String Quartet, The recording is successful. 

C-Set 388 — ^$3.50. [*ff$$]. Incredible Flutist, the. Fiedler and the 

There is no lack of spirit in this Boston *^Pops^* Orchestra. V-Set 621 

performance, though it sometimes — $2.50. [**ff$$]. 

overflows into coarseness of tone. The playing is thoroughly worthy 

The playing is otherwise poised and of the title, and the reproduction of 

sympathetic. Part of the aural effect it is almost as exceptional. 

may be traced to the recording, 

PIZZETTI, ILDEBRANDO 

Sonata in A. Hephzibah and Yehudi Menuhin, who is certainly one of 

Menuhin. V-Set 615 — ^$4. [**fff$$]. the brilliant talents of the day. Her 

So FAR as performance is concerned, brother is scarcely outstripped, but 

this album is especially impressive the quality of the piano-playing 

for the piano-playing of Hephzibah cannot be minimized. The recording 
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is somewhat overamplified but gen- 
erally good. 

Tre Conti, No. 1 . Nathan Milstein. C- 
69398~$i. 

Some of the tone Milstein produces 


in the upper register of the violin 
is shrill, but it is generally a sensi- 
tive, well-sounding performance that 
he offers. Leopold Mittmann is the 
able pianist. 


PLATTI, GIOVANNI 


Sonoto in E minor. Ossy Renardy, molin, 
and W alter Robert, piano. C-69655 — 
$1. [**ff$$]. 

Renardy treats this music with the 
respect due to a typical ‘‘schooP 
creation of the eighteenth century. 


phrasing it carefully and with a 
proper feeling for tonal values. 
Robert provides a tasteful back- 
ground, and the recording is satis- 
factory. 


POCHON, ALFRED 


Fontoisie HebroYque. Stradivarins Quar- 
tet. C-17103-4 — ^$1.50. [*f$$]. 
Ensemble opportunities are severely 
restricted in this work, and those 


that present themselves are insuffi- 
ciently met. The tone is coarse, the 
phrasing mechanical. 


PONCHIELLI, AMILCARE 


OPERA 

IL FIGLIUOL PRODIGO 

Raccogli e colma. Mario Basiola, and outset of this aria and throaty as it 
orchestra. (7-69602 — $1. [*f$$]. progresses. The recording is fair. 

Basiola’s voice is unsteady at the 

LA GIOCONDA 


Enzo Grimoldo, Principe. Gigli and De 
Luca, r-8084— $1. [**ff$$]. 

Most of the honors here belong to 
De Luca, who is better than one 
would expect at his age. On the 
other hand Gigli is just about toler- 
able. The recording is good. 

0 monumento. Leonard Warren and or- 
chestra conducted by Wilfred Telle- 
tier. F-1.8293 — ^$1. [**ff$$]. 

Warren sings this air with rich tone 
and limited imagination. The re- 
cording is good. 

Borcorola. De Lucd and Metropolitan 
Opera Chorus. F-8174 — $1. [*ff$$]. 
For a recording more than a decade 
old, this has more than a f ew points 


of merit — including the poised sing- 
ing of De Luca and the excellence of 
the chorus. However, the recording 
seems no younger than it is. 

Cielo e mar. Jussi Bjoerling. F-12150 — 
$1. [♦*fff$$]. Gigli, r-7194— $1- 
[**f$$]. 

There is little basis of comparison 
here, either in vocal quality or es- 
sential style, between these two per- 
formances. Bjoerling sings with 
greater lyric feeling and certainly 
with superior musicianship. In ad- 
dition his voice is better reproduced. 

Dance of the Hours. Stock and the Chi- 
cago Orchestra. C-11621 — ^$1. 

[**fff$$]. Fiedler and the Boston 
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^*Pops^* Orchestra, ^-11833 — $1, 

W eissmann and an un- 
identified orchestra. D-z$i62 — $.75. 
[*££$$]. Bourdon and the Victor 
Symphony Orchestra, ^-35883 — ^$.75. 
[^*£$$]. 

Perhaps it is the shock o£ hearing a 
Stock per£ormance which is bright, 
spirited, and cleanly recorded which 


inclines, me to pre£er it over the 
zestful, well-played one of Fiedler. 
There is, in any case, little margin 
between them. Of the cheaper ver- 
sions I prefer the Weissmann despite 
the poorer recording, for the amount 
of personality and drive in the 
conducting. 


PORPORA, NICCOLO 


Sonata in G major. Zoltan Szekely, 
violin^ and Geza Frid, piano. D- 
25877— >$.75. [*ff$$]. 

Szekely is a capable violinist and 


technically equal to the demands of 
this work, but the recording is poor, 
the surfaces scratchy. 


POULENC, FRANCIS 


Mass in G. Les Chanteurs de Lyon con- 
ducted by E. Bourmauck. C-Set X127 
$2.50. [**ff$$]. 

Both the conductors and the vocalists 
present a remarkably sensitive and 
precise estimate of this music. In- 
deed, they match the qualities of this 
unusual score with a performance 
that reveals all of its expressiveness 
and fervor. It is, as one may esti- 
mate from this comment, the most 
impressive work of Poulenc on rec- 
ords. 

Caprice. Played by the composer. C- 
68919—$!. [*ff$$]. 

Poulenc’s playing is finely tempered 
to the material (which is adapted 
from his “Bal Masque”), and a 
lively experience indeed. However, 
the recording is feeble, the tone of 
the piano remotely simulated. 

Mouvements perpetuels. Artur Rubin- 


stein, piano, V-1S660 — ^$1. [**fff$$]. 
As WELL as possessing the excep- 
tional fingers this music requires, 
Rubinstein brings to it an exquisite 
sense of coloration and a properly 
mischievous humor. The recording 
is good. 

Novelettes, Two. Played by the com- 
poser. U-68919— $1. [*ff$$]. 

The comment on this side is much 
the same as that on the “Caprice” 
above. Poulenc is thoroughly quali- 
fied to play his own music, but the 
reproduction is very faulty. 

Bestiaire, le. Claire Cro'iza, soprano, 
and F. Poulenc, piano. (7-9132 — $1. 

Not much can be said for the re- 
cording of these miniatures, but the 
performances are altogether ani- 
mated and understanding. 


PRAETORIUS, MICHAEL 


Es isfr ein Ros' entsprungen. Palestrina [**££$$$]. St. Ludnu^ig*s Church 

Choir. F-21623 — ^$.50. [**ff$$]. Choir. D-20293 — $.50. [*f$$]. 

Trapp Family Choir. V-i^6i — ^$.75. There is no virtue in the perform- 
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ance of the Trapp Family which is 
not duplicated, at a more reasonable 
price, in the singing of the Pales- 
trina Choir. The recordings are 


about equal. I can see no technical 
or musical virtue in the singing of 
the St Ludwig’s Church Choir. 


PROCH, HEINRICH 


Variations. Mtliza Korjus, ^-11831 — ^$1. 
[*^fff$$]. Lily Pons. ^-23017 — ^$.75. 
[*ff$$]. 

Pons is outstripped by her com- 
petitor here not only in mere vocal 
brilliance and exciting exhibitionism 


but also in the aid given to her 
voice by the engineers. Inasmuch as 
Decca asks a premium price on this 
ten-inch record, one is entitled to 
expect a better standard of per- 
formance and reproduction. 


PROKOFIEFF, SERGE 


BALLETS 


CHOUT 

Danse finale. Gaston Poulet conducting 
the Orchestra of the Concerts Poulet. 
■D-25125— $.75. [*f$$]. 

This is apparently a scratch or- 
chestra, poorly conducted and no 


better reproduced than it deserves. 
In all, an item that can only be 
recommended for lack of a substi- 
tute. 


PAS D'ACIER 


Nos. 2 , 3, 4, 5 , 6 , 10, and 11. Albert 
Coates and the London Symphony 
Orchestra, 1446-7 — ^$2. [*ff$$]. 

One could hardly call this spec- 
tacular recording, but the conductor 


labors manfully and the orchestra 
responds diligently. The loudness of 
the reproduction is imposing, but 
the timbres are ill-defined, especially 
in the bottom half of the scale. 


CONCERTOS 

ORCHESTRA AND PIANO 


No. 3 in C major. The composer and 
the London Symphony Orchestra di- 
rected by Piero Coppola. V-Set 176 — 
$3.50. [**ff$$]. 

Despite its age (it first appeared in 
a domestic catalogue eight years 
ago) this recording stands up sur- 
prisingly well. In part this may be 


a consequence of the vivacious, 
energetic, and resourceful playing 
of Prokofieff, who obviously takes 
pleasure in playing his music. The 
orchestra is also good, though I 
have heard sharper distinctions of 
orchestral timbres. 


ORCHESTRA AND VIOLIN 


No. 1 in D, opus 19. Sziqeti and the 
London Philharmonic Orchestra led 
by Beecham. C-Set 244 — ^$3.25. 
[^*fff$$]. 

Of all the Szigeti recordings this 


is perhaps the triumphant demon- 
stration of his virtuosity, taste, and 
musicianship. The playing is re- 
markably poised and sonorous, set 
against a perfectly proportioned 
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background provided by Beecham. 
The reproduction is excellent. 

No. 2 in G minor, opus 63. Jascha 
Heifetz and the Boston Symphony 
Orchestra conducted by Serge Kous- 
semtzky, V-Set 450— $3-50. 

However much one may object to 
the excessive suavity of Heifetz’s 
performance, it remains the only one 


accessible for the music lover who 
would sample this music. There is 
plenty of decision and accent in 
Heifetz’s playing, and a compelling 
amount of energy in the orchestral 
background provided by Kousse- 
vitzky. However, I would prefer a 
more direct approach from the 
soloist. The recording is excellent. 


OPERA 

THE LOVE FOR THREE ORANGES 


Six sections. Gaston Poulet conducting 
the Orchestra of the Concerts Poulet, 
D-25123-4-5 — ^$2.25. [*f$$]. 

This single comprehensive survey of 
excerpts from the opera is, unfortu- 
nately, a poor recording of a 
mediocre performance. Only a de- 
vout Prokofievian could endure the 
amount of slipshod, spiritless play- 
ing that is imposed on the listener 
curious to follow the flowering of 
Prokofieff’s ideas. 

March. Koussevitzky and the Boston 
Symphony Orchestra. /^-i4950 — ^$1. 
[*♦*££$$]. The same, ^-7197-— $1. 
[**ff$$]. Coates and the London 
Symphony Orchestra. F-9128 — ^$r. 
[**f$$]. Desire Defauvj and the 
Brussels Royal Conservatory Or- 
chestra, U-67812 — ^$1. [*f$$]. 


Both of the Koussevitzky records 
are paired with the Scherzo from 
this score, and the Coates disk also 
includes the Waltz-Scherzo. How- 
ever, the more recent Koussevitzky 
recording (the first of the two listed 
above) is outstanding in sharpness 
of attack, brilliance of sound, and 
efficiency of reproduction. In fact 
the second Koussevitzky disk is 
superior to the others in these re- 
spects. It is a not uninteresting 
footnote that both of the European 
recordings are taken at a slower 
pace, with the tempo of the Defauw 
version almost stately. What the 
justification of this procedure may 
be I cannot say, but the insuffi- 
ciencies of the recordings are quite 
pronounced. 


ORCHESTRAL WORKS 


Classical Symphony. Dimitri Mitropoulos 
and the Minneapolis Orchestra. C- 
Set X166— $2.50. [**ff$$]. Serge 

Koussevitzky and the Boston Sym- 
phony Orchestra, F-7196-7 — ^$2. 
[*ff$$]. Gavotte only. Szigeti. C- 
17130— $.75. P*ff$$]. 

As WELL as being a fuller, more 
sharply defined recording, the 
Mitropoulos performance is remark- 
ably crisp, pointed, and compre- 
hending. There are certain passages 
in the Koussevitzky recording that 
are supervised with more tact and 
subtlety, but they are matched by the 
ones in the Mitropoulos perform- 
ance which are more spirited and 


humorous. All things considered, 
the choice turns on recording, in 
which the advantage is conspicu- 
ously Mitropoulos’s. Szigeti’s play- 
ing of the gavotte is masterful and 
a little irrelevant. 

Lieutenant Kij6. Koussevitzky and the 
Boston Symphony Orchestra. V-Set 
459— $3.50. [**^fff$$ 3 . 

This might serve as a model for all 
orchestral recording, for it is ex- 
emplary in sharpness, clarity, and 
balance of sound. In addition the 
performance is wonderfully precise 
and sonorous. 

Peter and the Wolf. Serge Koussevitzky 
conducting the Boston Symphony Or- 
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chestruj ^mth Richard Hale as nar^ 
rator. V-Set 566 — ^$3.50. 

Alexander Smallens conducting the 
Decca Symphony Orchestra, *with 
Frank Luther as narrator. D-Set 130 
— $3.50. Stokofwski and the 

All-American Youth Orchestra, v^ith 
Basil Rathbone as narrator. C-Set 
477“-$3-50. [*f$$]. 

Though the Smallens version is pro- 
fessional in eyerj way (the skillful 
orchestra is largely composed of 
New York Philharmonic men), it 
can hardly be compared with the 
luxurious sonorities of the Boston 
version, its brilliant unanimity and 

PIANO 

Andante. Flayed by the composer. P- 

15032— $1. [**ff$$]. 

As IN the case of the several other 
performances listed below by the 
composer (Nos. 15030, i, and 2) the 
playing is impulsive, forceful, and 
rhythmically incisive. No doubt the 
percussiveness of the pianist^s touch 
is pleasing to the composer’s ear, 
but there are some aspects of the 
music that are not fulfilled by such 
tonal quality. The recording is 
thoroughly satisfying. 

Conte de la Yieille Grand'Mere, No. 2. 
Played by the composer. ^'-15030 — 

$1. [**ff$$]. No. 3. Played by the 
composer. P-1503 1 — ^$1. [**ff$$]. 

Gavotte No. 2. Played by the composer. 
F-15031— $1. [*»ff$$]. 

Gavotte No. 3. Played by the composer. 
P-15032— $1. [**ff$$]. 

itude, opus 52. Played by the composer. 
P-15031— $1. P*ff$$]. 

Paysage. Played by the composer. F~ 
15031— $1. P*ff$$]. 

Sonatine pastorale. Played by the com- 
poser. P-15030 — $1. [^*ff$$]. 

WORKS FOR 

For Strings, op. 50. Stuyvesant String 
Quartet. C-Set 448--$3.50. [**ff$$]. 
The Stuyvesant group applies in- 
calculable motor energy to this score, 


exemplary reproduction. On the 
other hand I much prefer the 
straightforward, friendly voice of 
Luther to the nonsensically pompous 
approach of Hale. The superiority 
of Koussevitzky and his men in the 
pure performance of the music is too 
marked to be offset by any other 
consideration, especially in view of 
the price parity. Quite remarkably, 
Stokowski manages to distort even 
this entertaining, inoffensive score. 
Rathbone’s commentary is good, but 
the recording is impossibly dull and 
unvital. 


WORKS 

Suggestion diabolique. Benno Motsei- 
mtch. P-1449 — ^$*75* [*ff$$]. The 

composer. P-1S030 — ^$1. [**f$$]. 
MoisiiviTCH has the technique for 
this work, which the composer lacks, 
though there is a bite and excite- 
ment in the inaccurate pla3dng of 
Prokofieff that cannot be replaced 
by the greater finesse of Moiseivitch. 
However, enthusiasts for the music 
of Prokofieff will prefer his version, 
with the additional items that go 
with this work. 

Visions Fugitives: Nos. 3, 5 , 6 , 9, 10, 11, 
16, 17, and 18. Played by the com- 
poser. P-15029 — $1. [**ff$$]. 

Prelude for Harp in C mojor. Mildred 
Dining. C-iyioy — $.75. [*ff$$]. Hen- 
riette Rente, i) -205 18 — ^$.50. [*f$$]. 
Neither of these performers is quite 
up to the needs of this fanciful, 
tongue-in-cheek work, but Dilling is 
a more competent technician than 
Renie, and she has a slight ad- 
vantage in the balance of two in- 
ferior recordings. 


QUARTET 

but it will not soar from the ground, 
regardless. The recording is ex- 
cellent. 
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PUCCINI, GIACOMO 


OPERA 

LA BOHIME 


Complete opera. Beniamino Giglis 
Lida Albanese, Tatiana Menotti 
(Musetta)j and Afro Poli {Mar- 
cello), nvith orchestra and chorus 
conducted by Umberto BerrettonL V- 
Sets 518-9 — ^$14. Luigi 

Marini, Rosetta Pampanini, Luba 
Mirella {Musetta), and Gtno Vanelli 
{Marcello), <with Lorenao Molajoli 
conducting* C-Set Op. 5 — ^$14. 
[*ff$$]. 

Despite the predominance o£ familiar 
names in the Victor issue there is no 
pronounced vocal superiority in that 
version. Indeed, Marini is not 
measurably outshouted by his more 
famous adversary, whereas Pam- 
panini sings with more suavity than 
Albanese, though hardly as much 
artistry. However, the advantage of 
recording is all with the Victor edi- 
tion, which has the virtue of a 
spacious aural background as well 
as a larger orchestra and more vi- 
brant sound. Berrettoni favors vigor 
in his conducting at the expense of 
those small subtleties that may be 
found in each of the numerous 
operas conducted by Molajoli. How- 
ever, I do not care for the com- 
pressed studio type of recording that 
is used by Columbia in this work. 

Act IV complete. Sir Thomas Beecham 
conducting the London Philharmonic 
Orchestra *imth Lisa Perli {Mimi), 
Heddle Nash {Rodolfo), Stella 
Andreva {Musetta), and John 
Brownlee {Marcello)* C-Set 274 — 
$4.50. [**^fff$$]. ^ 

To MY mind, this is a model of what 
recorded opera should be. Those 
who have become accustomed to the 
kind of routinized performance 
heard in the average opera house 


will find Beecham’s conducting at 
once arousing and incredible, for 
he devotes as much care to the shap- 
ing of phrases and the illumination 
of detail as he would to a Mozart 
symphony. The consequences are all 
to the advantage of the listener. The 
vocalists are never less than capable, 
and the boons of amplification make 
Brownlee’s Marcello all that it is 
in the opera house and much more 
robust as well. It is only proper 
that the recording is outstanding 
among all Columbia issues. 

Che gelida manina. Gigli. F-8769 — $1. 
[^*fff$$]. Bjoerling. F- 1203 9 — ^$i. 
P*ff$$]. Giuseppe Lugo. V-iSos ^ — 
$1. [**f$$]. Alessandro Ziliani. V- 
8872—$!. [*^f$$]. Caruso. ¥-600^— 
$1. [*ff$$]. Martinelli. ¥-6595 — 

i*mi 

Among these disks there are only 
three that can be considered in 
similar terms: those of Gigli, Bjoer- 
ling, and Lugo. In a conventional 
operatic sense Gigli’s singing is su- 
perlative in fluency, ease, and effec- 
tiveness; but Bjoerling’s is more 
musical, continent, and appealing. 
The latter is also the best recording 
of the group, Lugo’s brassy voice is 
given an extra shine of glittering 
vulgarity by the long-sustained C, 
which, attained at such effort he 
does not mean to relinquish as long 
as he can cling to it. Note that the 
Bjoerling version can be obtained in 
either of two couplings — ^with 
“Celeste Aida,” as listed above, or 
with Kipnis’s singing of “Lacerato 
spirito” on Victor 15820. Of the 
others, the Caruso is disqualified by 
particularly feeble recording, 
whereas both Ziliani and Martinelli 
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are vocally tired. In addition, the 
latter uses a modified version of the 
air. 

Mi chiomano Mimi. Claudia Muzio. ( 7 - 
9107 — $1. Moore, ^-17189 

— $1. [**££$$]. Bori, F-679o--$i. 

[*f$$]. Pons, Z)-29004 — ^$1. [*f$$]. 
Lotte Lehmann, D-zs%o^ — ^$.75. 
[*f$$]. 

Muzio’s voice is not so *well repro- 
duced as Moore’s, but the exceptional 
artistry of this singer, her sensitivity 
and restraint are the materials of a 
superior performance. Moore sings 
clearly but with a plethora of af- 
fectations. All the other versions are 
disqualified for plainly evident 
reasons: the Bori because of the 
thinness and unreliability of the 
voice, the Pons because of its French 
text, and Lehmann’s because of the 
German. 

0 soave fanciulla. Alessandro Ziliani 
and Mafalda Favero, F-8872 — ^$1. 
[**f$$]. Webster Booth and Joan 
Cross. F- 36374 ““$- 75 - [*^f$$]. 
Almost any competent new version 
would automatically displace the 
hard-voiced singing of Ziliani and 
Favero, and the draggy conducting 
here of Franco Ghione. However 
the Webster-Booth version, though 
new, is not even competent. The 
voices of both are excessively light 
for this music, giving it the quality 
of operetta; and the English text 
here is even sillier than it might be. 
Collingwood’s conducting is idio- 
matic, but his band is a little over- 
looked by the engineers. 

Valse. ^ Bori. ^-1333— $.75. ["^£$$ 3 . 

Maria Cebotari. — ^$.75. 

[*£$$]. Maria Kurenko. C7-ai4 — $.75, 
[*f$$]. 

None of these is even approxi- 
mately satisfying, for all of the 
singers belong to the canary-bird 
specie that is all too customary in 


this role. Even Bori succumbs to 
the temptation of lightening her 
tones and chirping innocuously, at 
the expense of tone quality. All 
things considered, however, hers is 
the most desirable of the three per- 
formances. 

Addio. Lisa Perti, twith orchestra con- 
ducted by Beecham, C-68774 — $1. 
[**ff$$]. Muzio, (7-4140 — ^$.75. 
[*ff$$]. Bori. /^-656i— $ 1. [*f$$]. 
Joan Cross. ^-2648 5 — ^$.50. [**£$$]. 
The first of these is included in 
Columbia’s complete fourth act di- 
rected by Beecham and partakes of 
the musical and mechanical excel- 
lence of those records. As such, it is 
decidedly superior to all of the 
others. Muzio sings with a great 
deal of feeling, but her voice is 
poorly reproduced; Bori’s tones are 
far too slim and insubstantial for 
this music. The Cross version is 
competently sung and well-recorded, 
but an English text is used. 

Ah, Mimi. Caruso and Scotti, T-Sooo — 
$1. [^ff$$]. Gigli and De Luca. V- 
8069—$!. [**£$$]. 

I PLACE the Caruso-Scotti version 
first because it has at least a modi- 
cum of historical interest, feeble as 
the reproduction of the voices is. 
Moreover, I do not like Gigli in his 
performance with De Luca. By cur- 
rent standards, this recording is also 
mediocre. 

Sono andati. Bori and Schipa. F-8068 — 
$1. [*ff$$]. 

It is necessary to conclude the cita- 
tion of Bori performances from 
Bohlme with another negative re- 
port. This is puzzling, indeed, for 
her Mimi was certainly impressive 
in the opera house. However, it did 
not ‘‘take” on the phonograph. 
Schipa sings well here, and Bori has 
many traits of distinction^ but the 
recording is shrill and unbalanced. 


MA[>AMA BUTTERFLY 

Complete version. Oliviero de Fahriuis tra, Rome, funth Gigli, Toft dal 

conducting the Royal Opera Orches- Monte, and Mario Basiola. V-Sets 
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700-i—$i7. [***££$$]. Lorenzo Mota- 
joli conducting the La Scala Orches^ 
tra, Milan f ‘with Alessandro Granda, 
Rosetta Pampanini, and Gino Va- 
nellL C-Set Op. 4--$i5. [**££$$]. 
Those who recall Dal Monte for her 
singing of such roles as Lucia and 
Gilda will doubt, and justly, her 
ability for this part. However, she 
does sing it better than one antici- 
pates, and Gigli is superb. Moreover, 
de Fabritiis succeeds in dramatizing 
his performance with fervor and 
musicianship, aided no little by 
hearty recording. Pampanini is also 
a light vocalist for Cio-Cio-San, and 
Granda here is well below the Gigli 
mark. On the other hand there is 
good animation in Molajoli’s con- 
ducting, and one who took advantage 
of the saving in his favor would not 
be disappointed. 

Love Duct. Rosetta Pampanini and Fer- 
nando Ciniselli, ‘with orchestra con- 
ducted hy Ettore Panizza, D-25887-8 
— $1.50. [*ff$$]. Dusolina Giannini 
and Marcel Wittrisch, ‘with orchestra 
conducted hy Erich Orthmann. V- 
8921—$!. [**ff$$]. 

Pampanini’s quality as Cio-Cio-San 
is as evident in this performance as 
it is in the complete set above. How- 
ever, Ciniselli is only fair and the 
recording is poor. Panizza’s contribu- 
tion is highly interesting. I have 
rarely heard a more sonorous, even- 
voiced Pinkerton than Wittrisch (he 
sounds like a younger Tauber), and 
in spite of the German text and 


Giannini’s persistently wiry singing, 
the disk is worthy of investigation. 
The orchestra, conductor, and re- 
cording are excellent. Note that the 
Wittrisch-Giannini version begins at 
the words (in the original) : “Ma 
intant finor.” 

Un bel di. Port. ^-6790 — ^$1. [*ff$$]. 
Grace Moore, D-29000 — $i. [**£$$]. 
Rethberg. D-25285 — $.75. [*f$$]. 

Farrar. F- 18141 — $1. [-fff$$]. 

To MY taste, the fullest flavor of this 
music is conveyed by Farrar, de- 
spite the pre-electric recording, the 
all but inaudible “orchestra.” Bori’s 
artfulness is excessive for the music, 
Moore’s version of five years ago is 
quite colorless, and the overemo- 
tional Rethberg treatment is, also, in 
German. All these are inferior re- 
productions, though Moore’s is the 
least offensive in this respect. Of the 
versions in the complete sets, dal 
Monte’s is richly recorded, with a 
big orchestra, but her tones are wiry 
for this music. 

Flower Duet. Meta Seinemeyer and 
HSUne Jung. D-25193 — $.75. [*ff$$]rf 
Both of these singers are capable, 
and the spirit of the performance is 
indeed attractive. The recording is 
only fair, and a German text is used. 

Intermezzo, Act III. G. Cloez conducting 
an unidentified orchestra. D-20571 — 
$.50. Pf$$]. 

There is no more than routine com- 
petence in this performance, and the 
recording is inferior. 


LA FANCIULLA DEL WEST 

Ch'ello mi credo libero. Jussi Bjoerling. wonderfully robust in sound and 
^-4408 — $.75. [**ff$$]. finely reproduced. 

An exceptionally brilliant effort, 


MANON LESCAUT 


Donno non vido moi. Gigli. F-1213 — 
$.75* P^f$$]. Ziliani. ^-1735 — ^$.75. 
[**£$$]. Galliano Masini. U-17159 — 

$.75. P^f$$]. 


Something about this air seems to 
incite the singers to tense effort and 
forced sound, possibly because it lies 
rather high. In any case the Gigli is 



mccmi 




the least offensive of the three, well reproduced. However, the Al- 
though it is not what one expects bergoni disk is altogether colorless 

from him. and a fabulously bad recording. 

Intermezzo, Act III. Lorenzo Molajoli l^relude to Act W, Uffo Tansini conduc f- 
conducting the Milan Symphony Or- ing the Milan Symphony Orchestra, 

chestra, C-67723— $i. An- i) -25440— $. 75 - 

gelo Alhergoni conducting an un- Most interesting fact here is the per- 

identified orchestra. D-25185— $.75. sonality of Tansini, a conductor 

[*£$$]. unknown to me but apparently in the 

The Molajoli performance is the last line of forceful Italian opera direc- 

side of his complete Boheme record- tors that goes back to Campanini and 

ing and is played with characteristic beyond. The strings play very well 

taste and sobriety. It is reasonably and are tolerably reproduced. 

LA RONDINE 

Ore dolci e divine. Bori. F-14615— -$i. ' items previously listed. Her voice is 

[**ff$$]. rather better here also, and the re- 

Bori’s charm counts for more in this production is good, 
music than in various other Puccini 

TOSCA 

Complete opera. Gigli, Maria Caniglia, Recondite armonio. Giuseppe Lugo. V- 
and Armando Borgioli, fuqith the 2143 — $.75. [***ff$$]. Jussi Bjoer- 

Royal Opera Orchestra of Rome con- ling, r-4372 — ^$.75. [*^ff$$]. Gigli, 

ducted by Olivier 0 de Fahritiis. V- F-1213 — ^$.75. [*^f$$]. Joseph 

539-40 — $15. [***ff$$]. Alessandro Schmidt. jD-20330 — ^$.50. [*f$]. Ma- 

Granda, Bianca Scacciati, and En- sini. C-4221 — $.75. [*f$$]. Webster 

rico Molinari {Scarpia)^ <with La Booth. F-26484 — $.50. [**f$$]. 

Scala Orchestra conducted by Mola- Lugo is the least celebrated of these 

joli. C-Set Op. 6 — ^$15. [**ff$$]. tenors (omitting the English Booth), 

I SHOULD not like to be condemned to but his voice is uncommonly attrac- 

listen to either of these performances tive here, his use of it thoroughly 

permanently, for both are contami- able. The orchestra directed by Elie 

nated by shrill, unattractive voices Cohen is a substantial aid, and the 

and dubious intonation. To these may recording is splendid. Bjoerling’s 

be added an indictment of Granda’s trumpety brilliance takes precedence 

whitish singing in the Columbia over the others in my estimation, 

album and the. tight- voiced darkness being preferable to the mannered 

of Borgioli in the Victor set. How- melodrama of Gigli, the strained 

ever, Gigli sings with at least char- lyricism of Schmidt, or the undis- 

acteristic sonority, and the energy tinguished vulgarity of Masini. 

of de Fabritiis is splendidly repro- Booth’s performance in English is 

duced. These two factors are suffi- throaty and constrained, the English 

cient to establish a balance to the words as ludicrous as anything short 

advantage of the latter. of intentional comedy could be. The 

"Abridged" version. Enrico di Mazzei, recording is good. 

Ninon V allin and Arthur Endrize, Ah! quegli occhi. Lotte Lehmann and 
conducted by G. Cloez. jD-25921-7 — Jan Kiepura. Z?-290i6 — ^$1. [*f$$]. 

$5.25. [*ff$$]. The immoderate inaccuracy of these 

Tallin’s Tosca interests me, but the singers is not mitigated by the ex- 

French text is eminently disqualify- cessive price asked for the disk. Con- 
ing. The associated singers are in- sidered as an anonymous effort, 

different, the recording poor. without the protection of the famous 
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names, it would hardly merit atten- 
tion beyond a single sentence. 

Te Deum. Laurence TihhetU — 

$1. [*ff$$]. 

This disk is now a dozen years old, 
a fact implicit in the richness of the 
baritone’s singing and also its limited 
subtlety. It does not alter the impres- 
sion that Scarpia is a role ill-suited 
to Tibbett’s flair for the theatrical. 

Mi dicon venal. Antonio Scotti. T-18142 
-$i. [-ff$$]. 

Scotti, of course, was the classic 
Scarpia, and this reissue of his 
should restore a respect for his 
voice, which diminished much dur- 
ing the last years of his Metropoli- 
tan career. The recording is pre- 
electric and quite bad. 

Vissi d'arte. Maria Jeritza, V-1%^6 — 
$.75. [*ff$$]. Rosa Raisa, r-14400 — 
$1. [*!$$]. Muzio. C-4140 — ^$.75. 

[*ff$$]. Jepson. ^-14184 — $1. 
[**£$$]. Moore, D-29010 — $1. 
[**£$$]. Cross, ^’■-2648 5 — ^$.50. 

It is admittedly a painful decision 
to arrive at, but the fact is that 
Jeritza sings this music with more 
poise and comprehension than any of 
her competitors and with less bedaz- 
zlement by its melodrama. Raisa and 
Muzio have more of the essential 
style than the other singers, but my 
disposition to prefer the latter’s per- 
formance is affected by the poor con- 
dition of Muzio’s upper register when 
this disk was made. Though the 
records by Jepson, Moore, and Cross 
are better reproduced than the pre- 
ceding ones, they are in no way as 


authentic or idiomatic. The Cross 
version, moreover, is handicapped by 
an English text 

E Lucevan le stelle. Lu^o, F-2143 — ^$.75. 
[**fff$$]. Richard Crooks, F-2063 — 
$.75. [**ff$$]. Bjoerlinff. F-4408— 
$•75- [**ff$$]- Gigli, r-1704— $.75. 
[**f$$]. Masini. U-4221 — $.75. 
[**f$$]. Joseph Schmidt. D-20330 — 
$.50. [*f$$]. Caruso, F-511 — $.75. 
[*ff$$]. Booth, F-26484— iso. 
[**f$$]. 

The attractions of Lugo’s voice, as 
listed above, are also beguiling here. 
However, it is pressed more strin- 
gently by Crooks’ version, which is 
impressively dramatic and vocally 
persuasive. As pure singing, it is 
exceeded by the Lugo disk, but it is 
indeed worthy of respect Of the 
more conventional versions, I prefer 
Bjoerling’s for its musical conscien- 
tiousness, a trait quite lacking in the 
impassioned singing of Gigli and the 
lachrymose effort of Masini. Schmidt 
is hampered by inferior recording. 
There is perhaps an antiquarian’s 
interest in the Caruso performance, 
but it is breathy and labored singing 
and miserably reproduced. The pre- 
vious strictures about the singing of 
Booth are also applicable here. 

Amoro sol per te. Lehmann and Kiepura. 
D-29016 — $1. [*f$$]. 

To JUDGE from the progressive de- 
cline of Lehmann and Kiepura, the 
third act found these singers more 
beset than the first. Kiepura is espe- 
cially faulty, both in tone quality 
and intonation. 


PURCELL, HENRY 


STAGE WORKS 


DIDO AND AENEAS 


Complete score. Clarence Rayhould con- 
ducting the Boyd Neel String Or- 
chestra, Charles Kennedy Scotfs 
Singers, and Nancy Evans (Dido), 
Roy Henderson (Aeneas), and Mary 


Hamlin (Belinda). D-2557q-o — 

$5.25. [**fff$$]. 

The promise of quality that inheres 
in this group of performers is, for 
once, strongly upheld by Decca re- 
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cording and processing. It is a prod- 
uct of fairly recent English recording 
and excellent in clarity, tone quality, 
and balance of sound. In addition 
Raybould has authentic feeling for 
the score and directs his performers 
with admirable effect. Both Evans 
and Henderson are capable (their 
enunciation of the text is poorish), 
and the ensemble is outstandingly 
good. In all, an issue for which there 
can be nothing but praise. 

When I Am Laid in Earth. Marian An- 
derson, F-172S7 — $1, [^*fff$$]. Olga 
Haley, jD-25258 — $.75. [*f$$]. John 
Barbirolli and the New York Phil- 
harmonic-Symphony Orchestra, V- 
15329 — $1* [**ff$$]. Ormandy and 
the Philadelphia Orchestra, F-15864 
— $1. [**f$$]. 

There may be better examples of 
Anderson’s art on records, but I am 
not acquainted with them. The 
poignant majesty of her voice is 
superbly suited to he music, and she 


phrases it with stunning artistry. Un- 
fortunately a piano is used for the 
accompaniment, but that can hardly 
diminish one’s enjoyment of her 
effort. The Haley disk is inferior in 
performance and recording. Of the 
two orchestral versions, Barbirolli’s 
is the more continent and respectful, 
for the Cailliet transcription used by 
Ormandy is sensationalized. 

Orchestral Suite. Ormandy and the Phil- 
adelphia Orchestra, V-Set 64.7 — 
$2.50. [**ff$$]. 

In addition to the performance listed 
above, this suite includes the over- 
ture, a duet and chorus from Act I, 
the introduction to the second scene 
of the first act, and the prelude to the 
third act, all touched with a Strauss- 
ian hand by Cailliet. The sound is 
superlatively rich and splendidly re- 
produced, if one can take the anach- 
ronisms of the arrangement without 
flinching. 


THE FAIRY QUEEN 


Hornpipe; Rondo; Gig. Reginald Jacques 
and a string orchestra, 67-69407 — ^$1. 

[**ff$$]. 

Jacques uses his own temperate set- 
tings of this music for string orches- 


tra and animates it entertainingly. 
The distinctions of pace, sound, and 
accent are neatly applied, and the 
reproduction is very good. 


MISCELUNEOUS ORCHESTRAL WORKS 


Ayres for the Theatre. London Chamber 
Orchestra conducted by Anthony 
Bernard. Z) -25 5 70—$ .75. [**ff$$]. 
There is a persistent hiss from the 
surface of this disk, but the playing 
is capable and the music altogether 
charming. Bernard uses his own ver- 
sion of the score. 

Suite. John Barbirolli conducting the 
New York Philharmonic-Symphony 
Orchestra. V-Stttszz — ^$2.50. [**ff$$]. 


Few more creditable efforts by Bar- 
birolli are known to me. His choice 
of material includes excerpts from 
The Gordian Knot Untied^ The Vir- 
tuous Wife, and King Arthur, as 
well as the treatment of “When I 
Am Laid in Earth” noted under 
Dido and Aeneas, The conducting is 
thoroughly good, the recording bright 
and clear, the playing finely efficient. 


HARPISCHORD WORKS 

Hornpipe; Prelude; Queen's Dolour. Yella to the sonorous, rich sound of Pessl’s 
Pessl. 67-68592 — ^$1. [**ff$$]. harpsichord in music of this type, but 

There may be some who will object it does enhance the effect of her 
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phrasing and dynamics. Both are 
sensitively contrived and ivell repro- 
duced. 

Suite in G. Rudolf Dolmetsch, C-DB502 
—$.75* P*ff$$]. 

In contrast to Pessl, Dolmetsch uses 


an instrument with a thin, pure, very 
much plucked sound for his perform- 
ance of these four movements. The 
playing is somewhat academic, but 
polished of its kind, and capably re- 
produced. 


WORKS FOR VIOLIN AND HARPSICHORD 

SONATAS 


In A minor. Jean Pougnet and Frederick 
Grinke, violins, and Boris Ord, 
harpsichord, D-25615 — $.75. [**ff$$]. 
The violinists are conscientious, able 
artists, and Ord is an excellent 
harpsichordist. More particularly, the 
playing is beautifully integrated, the 
product of finely harmonious feeling 
among the three performers. The re- 
cording is clear, but the surface is 
unduly noisy. 

In F minor (Golden Sonata). Pougnet and 


Grinke, violins, and Ord, harp- 
sichord. D-25614— $.75. [**ff$$]. 
Another very creditable job by 
Pougnet, Grinke, and Ord, full of 
understanding nuances, suitable 
phrasing, and balanced precision. 
Here again, however, the creditable 
qualities of the playing are mini- 
mized by the insufficiencies of the 
recording and pressing. See also 
English Music Society Set below. 


VOCAL WORKS 


I Attempt from Lovers Sickness to Fly. 

Royal Dadmun, baritone, T- 4009 — 

$.75. 

The singer has neither the voice nor 
the art for music of this order. For 
that matter, the recording is poor. 
Nymphs and Shepherds. Gladys Svjarth- 
out. V-i6yyZ — ^$ 1 . [**ff$$]. 

I PREFER a less affected approach to 
this music, but Swarthout’s voice has 


quality, and it is well-controlled. The 
recording is good. 

Rejoice in the Word Alway (Bell Anthem). 
Bach Cantata Club led by C. K. 
Scott. C7-DB5oc^$. 75. [**ff$$]. 

This choir is hardly remarkable, but 
the accompanying orchestra is fine, 
and there is plenty of spirit in the 
performance. The reproduction is 
good. 


MISCELLANEOUS WORKS 


Trumpet Tune and Air. Courboin, organ. 
jr-17813 — $1. [**f$$]. 

The recording is good, but the per- 
formance is stodgy. 

Trumpet Voluntary. Harty and the Halle 
Orchestra. U-7136 — $1. [**ff$$]. 
Harty uses the excellent Henry 
Wood arrangement, performing it 
with 'proper breadth, forcefulness, 
and pomp. The recording is not re- 
markable, but it is satisfactory. 

English Music Society Set (containing The 
Golden Sonata, four Four-Port Fan- 
tasias, three songs, two catches, and the 
Fantasiq). C-Set 3I5-$7-75- 


Since these records are not sold sep- 
arately they must be considered as a 
group, and a very satisfactory group 
it is. The performers include the 
International String Quartet and 
Keith Falkner, bass-baritone; and 
they are highly qualified for the task 
required of them. The recording, too, 
is excellent. I do not approve of the 
“society's” arbitrary insistence on 
the purchase of a whole album of 
records, but it is hard to disapprove 
of any of these items, musically or 
mechanically. 
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QUANTZ, JOHANN 


Concerto in G. Hans Frenz, flute, and an 
unidentifled orchestra^ D -204.97-8 — 
$1. 

Frenz is extremely good, and the 
unidentified orchestra that accom- 
panies him is also capable. One re- 


grets that it is not possible to assign 
credit for this performance to the 
proper conductor, for he does an 
admirable job. The surface is fairly 
noisy, but the music is well-repro- 
duced. 


QUILTER, ROGER 


Children's Overture. John Barbirolli and 
the London Philharmonic Orchestra. 
F-36370 — $.75. [**ff$$]. Malcolm 

Sargent and the Light Symphony Or^ 
chestra. ^-22098-9 — $1. [*ff$$]. 

Major George Miller and the band 
of H, M. Grenadier Guards. D- 
25648 — ^$.75. [*ff$$]. 

I WOULD not say, from the evidence 
of this record, that Barbirolli is too 
fond of children, but his orchestra 
is large enough for a proper effect, 
the reproduction good. It is, in fact, 
a prime instance of a cheaper ver- 
sion being preferable to a more ex- 


pensive one on the same label, for 
Sargent’s effort is poorly reproduced 
and chopped up into two ten-inch 
disks. The Grenadier Guards play 
aggressively but without much imag- 
ination. 

It Was a Lover and His Lass. Roland 
Hayes, fuoith Reginald Boardman, 
piano. 07-17x77 — $.75. [**f$$]. 

Hayes delivers the Shakespeare text 
tastefully, but one can hardly say as 
much for his treatment of Quilter’s 
setting. The thin line of his voice 
spreads unpleasantly, and it is 
limited, indeed, in resonance. 


RABAUD, HENRI 


OPERA 

MAROUF 


Ballet Act III. G. Cloez conducting an 
unidentifled orchestra. D-zSSA -^ — 

$. 75 - C*f$$]. 

The positive merits of this disk are 


difficult to locate, aside from the 
mere fact of its existence. The play- 
ing is dutiful, the recording blowsy. 


RACHMANINOFF, SERGEI 


CONCERTOS FOR PIANO AND ORCHESTRA 


No. 2 in C minor. The composer and the 
Philadelphia Orchestra conducted by 
Leopold Stokowski. V-Set 58 — ^$5.50. 
[^fff$$]. Benno Mo'isewitch and the 
London Philharmonic Orchestra con- 
ducted by Walter Goehr. V-Set 666 — 
$4.50. [•*ff$$]. 


With all the respect that is due to it 
for sonorous, well-balanced record- 
ing and highly proficient perform- 
ance, the Moiseivitch-Goehr version 
lacks the authentic bristle and fervor 
of the composer’s own playing. To be 
sure, there is a resonant fullness to 
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Moiseivitch’s piano that Rachmani- 
noff cannot duplicate, but in its own 
frame the composer’s playing is mag- 
nificent. Furthermore there is reason 
to believe that a replacement, blessed 
by contemporary recording, will soon 
be available. 

No. 3 in D minor. Rachmaninoff and the 
Philadelphia Orchestra conducted by 
Ormandy, V-Set 710 — $5. 

Horoqvitz and the London Symphony 
Orchestra conducted by Albert 
Coates. V-Set 117 — ^$5.50. 

There is little issue of choice be- 
tween these two, for the composer’s 
performance is brilliantly repro- 
duced, and the orchestra at Or- 
raandy’s disposal is much superior to 
the London Symphony. Those who 
are partial to the virtuosity of 
Horowitz, his extraordinary drive 
and sensitivity will find convincing 
evidence of these in his performance 
of this work. Rachmaninoff’s forceful 
personality is better reproduced, but 
the potent one of Horowitz cannot 
be disregarded. 


Rhapsodic on a Theme by Paganini. Rach- 
maninoff and the Philadelphia Or- 
chestra conducted by Stokonvsku 
V-Set 350— $3.50. [*^fff$$]. Moisei- 
vitck and the London Philharmonic 
Orchestra led by Basil Cameron. 
V^Set 855— $3.50. p*^ff$$]. 

The inclusion of this work under 
the heading of “concertos” may of- 
fend the composer, but it is a reason- 
able decision in any other than the 
nominal sense. Rachmaninoff’s play- 
ing is a model of discipline and 
facility, the performance of the or- 
chestral score remarkably energetic. 
Since the recording was outstanding 
when it was released five years ago, 
it still retains a measure of superior 
force and clarity. In consequence I 
continue to prefer it to the fuller 
sound of the Moiseivitch recording, 
for this swift and volatile pianist has 
neither the strength nor drive of a 
Rachmaninoff. And, of course, he 
has hardly the personal approach to 
the music of the composer. 


OPERAS 

ALEKO 


The Moon Is Rising. Feodor Chaliapin 
and an orchestra directed by La^w- 
rance Colling^wood. T-14902 — $1. 
[*ff$$]. 

Chaliapin’s splendid energy and 
dramatic feeling, his ability to ani- 

MAY 

A Fragment ("Why, My Heart"). Nina 
KoshetZj soprano, and Celius Dough- 
erty, piano. S-sso% — $1. [**ff$$]. 

The once-admirable talents of Ko- 
shetz are here heard at a good deal 
below their finest level. Moreover the 


mate whatever material he sings are 
forcefully exemplified in this record. 
The recording is only fair, and Col- 
lingwood’s conducting lacks impetus, 
but the disk is a desirable one never- 
theless. 

NIGHT 

orchestral accompaniment is replaced 
by the skillful but unauthentic piano 
of Dougherty. In other words, this is 
a tolerable effort within its limita- 
tions, but the limitations are ines- 
capable. 


ORCHESTRAL WORKS 


SYMPHONIES 


No. 2 in E minor. Ormandy and the 
Minneapolis Symphony Orchestra, 
V-Set 339~$6.5o. [**f$$]. 

Ormandy does little to contain the 
overflowing sentiment of this work 


and, indeed, adds a few excessive 
touches of his own. One does not 
question the strength and sweeping 
power of the playing, but it would 
be a more satisfying job were it 
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better controlled. The recording is, 
by present standards, coarse, and the 
balance is not consistently good. 

No. 3 in A minor. The composer con-- 
ducting the Philadelphia Orchestra* 
V-Set 7ia--$5. 

Here is the true perfection of record- 
ing — a great orchestra superbly re- 

TONE 

Isle of the Dead. The composer conduct- 
ing the Philadelphia Orchestra. V-Set 
75— $3-50- ['^ff$$]* 

After a decade of honorable service 
this recording deserves replacement 
by a new version. Indeed there are 
rumors that one has been made, and 

SONATA FOR PIANO 

In G minor, opus 19. Shura Cherkassky, 
piano, and Marcel Hubert, cello. 
C-Set 225 — $4.50. [**ff$$]. 

Save for a little underplaying by the 
pianist, the qualities of the two per- 
formers are admirably suited to this 


produced in a performance of 
authentic power and atmosphere. 
There are few parallels in the liter- 
ature for this comprehensive state- 
ment of a composer’s purpose by 
himself, set forth with majestic 
strength and clarity. 

POEMS 

its release may be anticipated within 
the next few months. There is plenty 
of brooding gravity in this perform- 
ance, but the reproduction of it is 
weakish, lacking definition and solid- 
ity of timbres. 

AND VIOLONCELLO 

music. Hubert plays with a finely cul- 
tivated tonal sense, and the ensemble 
of the two men is deftly propor- 
tioned. Although the recording is 
not exceptional in any way, it is a 
thoroughly proficient accomplishment. 


SONGS 


All Things Pass Away. Nina Koshetz, 
soprano, and Celius Dougherty, 
piano. 5^-5508—$!. [*^ff$$]. 

This is one in a series of four rec- 
ords in Schirmer’s set No. 16, selling 
for $4.50 and containing eleven songs 
listed in the proper sequence below. 
However, since the qualities of all 
the disks are similar, they may be 
summarized here. All the perform- 
ances are distinguished by Koshetz’s 
strongly individual artistry, her ex- 
cellent sense of style, and the use of 
Russian texts ; but they are also 
marred by a pronounced deteriora- 
tion of her once-superb voice, which 
results in a good deal of forced sound 
and shrill upper tones. The balance 
is weighted heavily in her favor by 
the exceptional playing of Dougherty, 
an artist of the first rank. The re- 
cording is very satisfactory. 

Christ Is Risen. Koshetz and Dougherty, 
^-5511— $1. [**ff$$]. 

Do Not Depart. Vladimir Rosing, tenor. 


and Ivor Nenvton, piano. D -25 188 — 

$.75. [*ff$$].^ 

Rosing’s singing parallels in many 
respects the traits of Koshetz as 
noted above — a superb artistry ex- 
pressed through a rather limited 
vocal strength. He uses an English 
text and profits from the sensitive 
background sketched by Newton. 
The recording is fairly good. 

Floods of Spring (Spring Waters). Rosing 
and Nevoton. D-29050 — $1. [**ff$$]. 
Donald Dickson, vjith orchestra. V- 
4548 — ^$.75. [**f$$]. Vronsky and 
Babin, duo-pianists. ^^-13777 — ^$1. 
[***ff$$]. 

The amount of energy that Dickson 
pumps through his burly voice here 
would serve Rosing for a whole 
song-cycle. Victor recording is not to 
be dismissed as an inconsequential 
attraction, but what it presents is 
mere bluster. A strong vote for Ros- 
ing. The two pianists play the music 
with fine sympathy and taste. The 
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arrangement is good, likewise the 
reproduction. 

How Sweet the Ploce. Koshetz and 
Dougherty, <^-5509 — ^$1. 

Vronsky and Bahin, duo-pianists, V- 
i3777“~$i- 

In the Silent Night. Koshetz and Dough- 
erty, 1^-5510— $1. [**ff$$]. Rosing 
and Ne<wton, D-29050 — $i. [**ff$$]. 
Charles Kullmann, tenor, fwith Fritz 
Kitzinger, (7-17242 — ^$.75. 

Either of the first two will satisfy 
the purchaser, depending on his de- 
sire for a version by a male or female 
singer. If the point is not consequen- 
tial, I would recommend the Koshetz 
for its superior reproduction. Unfor- 
tunately the splendidly restrained 
version by McCormack is no longer 
available, but if it can be found it 
is a desirable item. Kullmann’s tight 
voice is pleasant only in a few 
phrases of this song, the climaxes 
especially being troublesome to him. 
He sings in English. 

Island, the. Koshetz and Dougherty, S- 
5509 — $!• [**ff$$]. Rosing and Nevj- 
ton, D-29050— $1. [**ff$$]. 

See entry above. 

It Was Yesterday. Koshetz and Dough- 
erty. 5-5509 — $1. p*ff$$]. 

Lilacs. Koshetz and Dougherty, 5-5510. 
— ^$1, [**ff$$]. Germaine Cernay, 
fwith piano. D-20579 — $-50. [*f$$]. 
Cernay uses a French text, which 
she sings in a thinnish, inappropriate 
voice. In every respect the Koshetz 
version is superior. 


0 Cease Thy Singing, Maiden Foir (Chan- 
son Georgienne). Koshetz and Dough- 
erty, 5-5508—$!. P^fff$$]. Maria 
Cehotari njjith orchestra directed hy 
Robert Heger. D-20449 — $.50. [*f$$]. 
Rosing and Necivton. D-29050 — $1. 
[♦*ff$$]. 

This is the finest of all the Koshetz 
interpretations, and there is nothing 
in the Cebotari version (using a 
German text) to challenge it. Those 
who prefer an alternative will find a 
highly desirable one in the singing 
of Rosing. 

Sorrow in Spring. Donald Dickson. V- 

4548_$.75. p*f$$]. 

Dickson has a clear field with this 
recording, which is some kind of 
distinction for a performance that 
lacks any other. 

To the Children. Koshetz and Dough- 
erty. 5-5511 — $1. [**ff$$]. 

Tebje Pojem. Don Cossack Chorus con- 
ducted hy Jaroff, (7-7360 — ^$1. 

[**ff$$]. 

There is excellent tonal quality in 
this disk, and a fine continuity of 
sound is spun by the amazing Jaroff. 
The recording is good. 

Vocalise. Rachmaninoff and the Phila- 
delphia Orchestra, V-yzzi — $1. 

[*ff$$]. 

This recording shares the quality of 
Isle of the Dead, of which it is the 
final side. Consequently it is thin- 
nish in sound. However, it is a very 
affecting job of performance. 


SUITES FOR TWO PIANOS 


No. T, opus 5 . Vitya Vronsky and Victor 
Babin, V-Set 741— $3.50. [**fff$$]. 
Fluency and unity are beautifully 
blended in this performance, which 
is a model of ensemble as applied to 
two pianos. The recording is un- 
commonly rich and sonorous, with 
particularly clear articulation of the 
constant trills and figurations in the 
first movement. 

No. 2, opus 19 . Vronsky and Babin, 
V-Set 822— $3.50. [*»^ff$$]. 


When blended with such musician- 
ship as these partners command, 
even the amount of sentimentality 
they permit themselves has a charm 
of its own. Moreover, it is perfectly 
applicable to this music. Note that 
this is a newly recorded version re- 
placing old V-Set 213 by the same 
team. It is a finely sonorous and 
clearly defined reproduction they 
have here. 
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Daisies. composer. V-2,izj — ^$-75* 

Koshetz and Dougherty. 
^-5510 — $1. [**ff$$]. 

I MUCH prefer the composer’s own 
performance of this piano piece to 
the version he made for Koshetz, 
though she sings it well. My objec- 
tion is that the vocal line distracts 
attention from the basic pattern. 
The Rachmaninoff disk, incidentally, 
is one of a series of piano pieces 
contained in V-Set 722, consisting of 
eleven brief works and listing for 
$4.25. They are even more inter- 
esting as an exploitation of the 
pianist-composer’s fingers than they 
are of the composer-pianist’s imag- 
ination, but a highly successful in- 
terpretation regardless of the point 
of approach. 

ilegie. No. 1 . Anatole Kttain, pianist. 
C-69272 — $1. [**ff$$]. 

This is music to the taste of Kitain, 
who plays it with strength and ex- 
pressiveness. Both qualities are re- 
flected in recording of clarity and 
depth. 

itude in C. The composer. F-2126 — 

$.75. [**ff$$]. 

Itude in E flat. The composer. F-2126 

^$.75. 

Itude Tableau, opus 39 , No. 6. The com'- 


poser. F-xi 84~- $.75. [*ff$$]. Kitain. 
C-69569— .$1. [**ff$$]. 

Since this recording by Rachmani- 
noff has been in the catalogue for a 
decade and a half, it is not to be 
confused with the new group num- 
bered 2123-4-5-6-7. The tone is 
clangy, the surface very noisy. 
Nevertheless, there is more person- 
ality and color in the performance 
than in the better reproduction of 
Kitain’ s playing. 

Humoresque. The composer. ^’-2123 — 
$. 75 ; [♦*fff$$]. 

Melodie. The composer. V-zxz% — ^$.75. 
[*^fff$$]. 

The lovely quality of sound evoked 
by Rachmaninoff makes this an espe- 
cially attractive instance of his 
virtuosity. 

Moment Musical. The composer, V-z\z\ 

—$.75. [**ff$$]. 

Oriental Sketch. The composer. ^’-2127 
—$• 75 . [**ff$$]. 

Polka de W. R. Simon Barer. £1-20132 — 
$.50. mmi 

Barer’s fingers are altogether sufli- 
cient for the needs of this piece, and 
it imposes no excessive demands on 
his musicianship. The reproduction 
is blasty, but not unbearably so. 


PRELUDES 


In C sharp minor. The composer. V-i^zS 
— $*75* [*ff$$]. Artur Rubinstein. 
^'-14276 — $1. [**ff$$]. Eight Piano 
Ensemble. £’-36140— $.75. [*f$$$]. 

Boston “Pops” Orchestra conducted 
by Fiedler. F-11922 — $1. [**f$$$]. 
Queen*s Halt Orchestra conducted 
by Sir Henry Wood. £>-25613 — ^$.75. 
Pff$$]. 

In contrast to the usual treatment 
of this work, Rachmaninoff’s own 
performance is quiet, introspective, 
almost regretful. One notes with in- 
terest that Rubinstein has adopted 
the interpretation almost without 
deviation, and since his piano is 
much better reproduced, the prefer- 


ence must go to the newer record- 
ing. Of the orchestral versions Fied- 
ler’s is excessively dramatic and 
noisy, whereas the Wood has* a good 
deal of thunder, too, if not so much 
blood. The American recording is 
louder. Those who can steel them- 
selves to endure eight pianos pound- 
ing away at these chords will find 
the experience a remarkable height 
of mawkishness. 

In E. The composer. V-zxzs — $.75. 
[**ff$$]. 

In F. The composer. V-zizs — $. 75 * 
[**ff$$]. 

In F minor. The composer. V^ztzs — 
$.75. [**ff$$]. 
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In G flat. The composer, V-ziz^ — ^$.75. 

Possibly because the material allows 
for more mood painting, the results 
achieved by the composer here are 
better than in several of the more 
familiar pieces in this collection. The 
recording is very good. 

In G minor. Eileen Joyce, D-zs^J ^ — 
$.75. [^ff$$]. Horofwitz. V-7^66 — ^$r. 
[*f$$]. Boston ^'Pops" Orchestra 
directed by Fiedler, V-ix^zz — ^$1. 
[**ff$$]. 

The day of the recording session 
that produced this interpretation 
obviously found Horowitz in a 


hasty, impetuous mood. In conse- 
quence the composed, firmly rhythmic 
playing of Joyce is preferable, even 
if the recording is a shade noisier 
and less realistic, Fiedler has a 
regal time with the cymbally or- 
chestration he uses, possibly for the 
primary purpose of testing the limits 
of the engineer’s ingenuity. The 
latter come off fairly well however. 

In G sharp minor. Anatole Kitain, U- 
69569 — $1. [*^f$$]. 

Kitain plays cleanly and with deft 
articulation, but he is hampered by 
blasty reproduction. 


RAMEAU, JEAN PHILIPPE 


OPERAS 

CASTOR ET POLLUX 


Air de Thelai're. Jane Lavalj soprano, 

<with orchestra conducted by Bigot, 
C-4125— $.75. 

Musette and Tambourin. Arthur Fiedler 
conducting the Boston *^Pops” Or- 
chestra, ^-4431-2 — ^$1.50. [**fff$$]. 

F, Ruhlmann conducting an unidenti- 
fied orchestra, 67-17151 — ^$.75. 

[**ff$$]. 

There is a sharp discrepancy in 
price here, but the recommendation 
of the Fiedler is justified not only 
by its superior quality but also by 
the sounder value of the companion 
material on the two disks (Rameau 
and Leclair). Fiedler uses the Mottl 

PLATK 

Minuet. Fiedler and the Boston ‘‘Pops*' 
Orchestra, /^-443i — ^$.75. [^*fff$$]. 

A TYPICAL example of the conduc- 


An intelligent singer, Laval is 
hampered by a tight, insecure voice. 
The ' recording is fair. 

HEBt 

scoring to excellent advantage, and 
his fine orchestra is splendidly re- 
produced. 

Tambourin only. Landowska, harpsi- 
chord. V-1199 — ^$.75. [*ff$$]. Anna 
Linde, harpsichord, D-Z5012 — $.75. 

[*f$$]. 

Bad surface and feeble recording 
are impediments to the enjoyment of 
Landowska’s sensitive performance. 
Linde’s playing is also poorly re- 
corded, but the deprivation is slight. 


tor’s deftness and musicality, excel- 
lently recorded. 


LES FITES D'HEBI 


SUITE FOR HARPSICHORD 


In E minor. Landowska, V-Set 593 — 

$3.50. c**fff$$]. 

This suite includes two of the better 
known short works of Rameau — “La 
villageoise” and “La rappel des 


oiseaux” — not otherwise available 
on American records. Landowska’s 
performance is the acme of grace 
and full of brilliant nuance. It is 
expertly recorded. 
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Cupis, la. Georges Barrere, flute, Carlos 
Salzedo, harp, and Horace Britt, 
cello, — $.75. 

I DO NOT care for the substitution of 
the harp for the clavecin for which 
this piece and the others on V-1975-6 
were written. However, each of the 
players is an accomplished musician, 
and the recording is good. 

Gavotte variee. Julio Oyanguren, guitar, 
C-17118— $.75. [**f$$]. Leon Kartun, 
piano. D-25943--$.7s. [*f$$]. 

I CAN advance no sound reason for 
buying either of these, even though 
the music is charming. Oyanguren’s 
guitar is more often out than in tune, 
and Kartun^s piano is jangly. 

Indiscrete, T. Ars Redwwa. i^-12490 — 
$1. [**ff$$]. Barrere, Salzedo, Britt, 
F-I975-$.75. 

The three gentlemen of the Ars 
Rediviva group (E. Ortmans and 
Dominique Blot, violins, and Claude 
Crussard, harpsichord) perform with 
exceptional skill and sensibility. 
One suspects that the results they 
produce are a good deal closer to 
the composer’s intentions than those 
of the somewhat ersatz harp, flute, 
and cello ensemble. 

Joyeuse, la. Landowska, T-15179 — ^$1. 
[*^fff$$]. 

Menirnt majeur, mineur. Landowska. T- 
15 179 — $1. [**fff$$]. 

In both of these (as well as the 
other items listed below, which may 
be found on V-15179) the possibili- 


ties of the harpsichord for tonal 
variety and dynamic differentiations 
are wonderfully employed. The re- 
production, too, is exceptional. 

Pantomime, la. Ars Redwi^va. F- 12490 — 
$1. [**fff$$]. Barrere, Salzedo, 

Britt. ^-1975 — $.75. [*^f$$]. 

The points set forth in the discus- 
sion of ‘X’indiscrete” are also ap- 
plicable here. 

Poule, la. Landowska, ^- 15179 — $ 1 . 
[**fff$$]. 

Landowska’s consummate artistry 
has given us few more delightful 
experiences than this humorous, pic- 
turesque recreation of Rameau’s 
conceit. The clucking of the hen is 
brilliantly palpable in the fine re- 
cording. 

Rameau, la. Ars Rediviva, T-12490— 
$1. [**fff$$]. 

Crussard’s excellent ability as a 
harpsichordist is especially evident 
in this piece. 

Sauvages, les. Landowska. T-15179 — ^$1. 
[**fff$$]. 

Tambourins. Barrere, Salzedo, Britt, 
/^-I976--$.75. [**f$$]. 

These pieces are not further identi- 
fied, but neither is the famous 
'^Tambourin’’ from Les Fetes de 
Hebe. The playing is capable. 

Timide, la. Barrere, Salzedo, Britt, 
197s— $-7S- [**f$$]. 

Tricotets, les. Lando<uiska. ^- 15179 — $ 1 . 


RAVEL, MAURICE 


1930-31. Marguerite Long, with orches^- 
tra conducted by the composer. C~Set 
176— $3*50; [*ff$$]- 
The pianist’s smooth-flowing, facile 
technique is admirably suited to this 
work, and the support she receives 
from the orchestra directed by 
Ravel is workmanlike enough. How- 
ever, the recording is only passable. 


(For left hand only). Alfred 
Cortot, piano, and the Paris Con- 
servatory Orchestra conducted by 
Charles Munch. V-Set 629 — $2.50. 
[***fff$$]. 

Cortot’s bold, strong technique and 
his vital musicianship make an ab- 
sorbing thing of this music. Doubt- 
ers will contend that his right hand 
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could, under the cover of recording, 
strike a chord or two, but that im- 
probable evasion would hardly re- 
duce the wonder of his accomplish- 

WORK FOR HARP, STRINGS, 

Introduction and Allegro. Lily Laskine, 
harf, and the Calvet Quartet. V- 
4509-10 — ^$1.50. [*fff$$]. Laura 

Ne^well, harp, and the Stuy<vesant 
Quartet. C-SetlLi^j — ^$2.50. 

Despite the simultaneous release of 
these two items, the Laskine version. 


ment. Munch leads his orchestra 
vigorously, and the recording is 
splendidly full, 

FLUTE, AND CLARINET 

is several years older than the 
Newell one. However, it is also a 
performance of greater atmosphere 
and flexibility, more responsive to 
the idiom of the music. My own 
preference would be for the former, 
despite flaws in the reproduction. 


OPERA 

L'HEURE ESPAGNOLE 


Complete opera. Georges True conduct- 
ing a cast that includes J. Krieger 
{Concepcion) , Louis Arnould {Gon- 
zal^ve), Raoul Gilles, I. Aubert, and 
Hector Dufranne. C-Set Op. 14 — 
$7,50. pff$$]. 

Truc’s direction of this score and 
the high capability of the singers re- 
sult in a bright and witty recreation 


of RavePs enchanting score. Alto- 
gether the performers almost tran- 
scend the limitations of the phono- 
graph in giving dramatic reality to 
the score and text. The recording is 
not comparable in color or amplitude 
to the norm of today, but it is satis- 
fyingly clear and understandable. 


ORCHESTRAL WORKS* 


Bolero. Piero Coppola and the Grand 
Orchestre Symphonique de Paris. 
V-Set 793 — ^$2.50. [**fff$$]. M eng el- 
berg and the Concertgebouv} Orches- 
tra of Amsterdam, C-Set X22 — $2.50. 
[*fff$$]. Fiedler and the Boston 
*^Popf' Orchestra. V-Set 552 — ^$2.50. 
[***ff$$]. Stokowski and the All- 
American Youth Orchestra. C-Set 
X174 — $2. [***f$$]. Koussewtzky 

and the Boston Symphony Orchestra. 
V-Set 352 — ^$2.50, [**ff$$]. Walter 
Goehr and orchestra. F-36214 — ^$.75. 
[**f$$$]. Paul Minssart leading the 
Paris Symphony Orchestra. D-20074 
— ^$.50. [*f$$]. Fray and Braggiotti, 
duo-pianists. 1^-24563 — ^$.50. [**f$$]. 
Though this numerous collection 
does not include Ravel’s own version 
on Polydor, the recent appearance 
of the Coppola album conveys many 
of the points made in that perform- 
ance. It is, for one thing, the only 


four-sided version on twelve-inch 
disks other than the Mengelberg, 
and emphasizes the measured stately 
pace that the composer preferred. 
Thus one hears in it much more of 
the menace and intensity of the 
music than in any of the other ver- 
sions, especially as the Mengelberg 
records are now outmoded. However, 
not all of the solo players can sustain 
their parts at this speed, and those 
who prefer a more brilliant if less 
impressive treatment will find the 
Fiedler least offensive. It is as 
incisive and well-balanced an ex- 
ample of recording as one could 
hear and is measurably less sensa- 
tionalized than the Stokowski (in 
which, too, the individual wind- 
instrument soloists are not always 
reliable). The Koussevitzky is now 
surpassed, as a recording, by both 
of the preceding ones, and it has 


*Pmno works that have been orchestrated by the composer and are more widely known from 
s^phony than recital program are listed here, in contrast to the prevailing practice in this volume. 
The original versions will be found also in the section devoted to Ravel’s piano works. 
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the same fault of crowding the music 
into a specific number of sides 
(three) as the Fiedler and the Sto- 
kowski (four ten-inch). The other 
issues are travesties in various de- 
grees of Ravel’s score, including a 
piano treatment of this greatest of 
all orchestral exercises and reduc- 
tions both in length and instrumen- 
tation by Goehr and Minssart. 

Daphnis et Chloe, Suite No. 1 . Piero 
Coppola and the Paris Conser^ua- 
tor y Orchestra, V-11%%2 — ^$1. [*ff$$]. 
This is studio recording, and not 
very good of its type. However, 
there is no other available version 
of the “Nocturne” and “Danse 
Guerriere,” and Coppola’s treat- 
ment of the two is attractively fanci- 
ful. ✓ 

Daphnis et Chloe, Suite No. 2 . Kousse-- 
vitzky and the Boston Symphony Or- 
chestra, ^'-7143-4 — $2. [*fff$$]. 

Ormandy and the Philadelphia Or- 
chestra. V-Set 667— $2.50. [♦**£$$]. 
Gauhert and the Straram Orchestra. 
C-Set X32 — $2.50. [*ff$$]. 

Why Koussevitzky’s performance of 
this work, one of the classics of his 
long association with the Boston 
Symphony, should not have been 
preferred for the re-recording as- 
signed to Ormandy is a mystery im- 
penetrable to me. Even the old 
Koussevitzky has far more detail 
and imaginative coloration than the 
new Ormandy, which is loud, flashy, 
and thoroughly undistinguished. I 
would certainly not consider the 
amount of sound it contains prefer- 
able to the kind of sound to be heard 
from Koussevitzky. The Gaubert is 
inferior to both as a recording, 
though it has more accent and de- 
tail than the Ormandy. 

Fox-trot. Orchestra conducted by Cop- 
pola. V-9$o6 — ^$1. [*f$$$]. 

This misapprehension is equally dis- 
creditable to Ravel, Coppola, and 
Branga, who made the arrange- 
ment. It bears the title “Dream of a 
Naughty Boy,” which may, for all 


one knows, refer to the composer. 
The recording is execrable. 

Mo Mere I'Oye. Coppola and the Paris 
Conservatory Orchestra. V-Set 693 — 
$2.50. [**ff$$]. Hovjard Barlovf and 
the CBS Orchestra. C-X151 — ^$2.50. 
[**f$$]. Damrosch and the New 
York Symphony Orchestra. C-Set 74 
— $3.50. [*f$$$]. Pierne and the Or- 
chestra of the Concerts Colonne. 

— ^$1.50. [*ff$$]. 

Despite its high number in the 
Victor listing the recording is not 
so recent as that fact would suggest. 
It is inferior in clarity to Columbia’s 
(though there is a good deal of 
shrillness and unsatisfying opacity 
in that recording), but Coppola’s 
feeling for the music is indeed re- 
deeming. Barlow’s disposition to the 
metronomic is out of style here, and 
his orchestra does not have the solo 
players to do the prominent wood- 
wind passages complete justice. 
Both the Pierne (which is well- 
conducted) and the Damrosch 
(which is not) are outdated. Indeed 
the latter will probably soon be 
withdrawn from the catalogue, 

Miroirs: Alborada del grocibso. Ormandy 
and the Minneapolis Orchestra. V- 

8552— $1- 

For such a work of orchestral vir- 
tuosity as this, the recording is 
weakish — ^insufficiently defined and 
lacking brilliance of coloration. 
Moreover Ormandy approaches it in 
the best military band tradition ; but 
this is hardly “Under the Double 
Eagle.” 

Pavone pour une Infante defunte. Andre 
Kostelanetz and an unidentified or- 
chestra. C-7361 — $1. [**ff$$]. Fre- 
itas-Branco and an unidentified or- 
chestra. C-68066— $1. [*ff$$]. Pierne 
and Concerts Colonne Orchestra. D- 
25416 — $.75. [^ff$$]. Coppola and 
the Continental Orchestra. F-9306 — 

$1. [*f$$$]. 

The interest of Kostelanetz in this 
work is very likely traceable to its 
prominence as the popular song 
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^The Lamp Is Low’^ a few years 
ago. He uses a touched-up version 
of Ravel’s orchestration, almost glue- 
like in its consistency but also smooth 
and well-sounding. The perform- 
ance and recording are decidedly 
superior to any of the other versions, 
of which the Freitas-Branco is auto- 
matically in the collection of anyone 
who owns the Long-Ravel version 
of his concerto. 

Rapsodie Espagnole. Stokowski and the 
Philadelphia Orchestra, ^-8282-3 — 
$2. [*ff$$]. Pierne conducting the 
Orchestra of the Concerts Colonne. 
D-25321-2 — $1.50. [*ff$$]. 

Though this is one of the most 
representative of Stokowski’s inter- 
pretations, the recording hardly sug- 
gests the qualities of the Philadel- 
phia Orchestra in its prime. How- 
ever, it is far superior to the com- 
bination of Pierne and the Concerts 
Colonne Orchestra, though the con- 
ductor manifests a strong feeling 
for the music and communicates a 
good deal of it to the orchestra. 

Tombeau de Couperin, le. Coppola con^ 
ducting the Paris Conservatory Or- 
chestra, P’-12320-i — $2. [**ff$$]. 

Minuet only. Gauhert and the same 
orchestra. C-67637 — $1. [*ff$$]. 
There is a good deal of skill and 
character in this performance by 
Coppola, though only a portion of 
it is converted into sound music- 
making by the recording engineers. 
Its principal weakness is thinness of 
sound, especially in the higher fre- 
quencies. The Gaubert excerpt is 
even more afflicted by this same 
ailment. 

PIANO 

Gaspord de la nuit. Walter Gieseking. 
C-Set X141— $2.50. [**fff$$]. 
Gieseking’s flair for this music is 
familiar enough, but the magnifi- 
cence of his technical powers, the 
wide range of his dynamic scale, 
and the variety of his tonal colors 
are ever-astonishing. The recording 


Valse, la. Pierre Monteux and the San 
Francisco Orchestra. V-Set 820 — 
$2.50. John Barbirolli and 

the New York Philharmonic-Sym- 
phony Orchestra. C-Set X207 — ^$2.50. 

Serge Koussevitzky and the 
Boston Symphony Orchestra. V-Set 
7413-4— $2. [*fff$$]. 

Both the Monteux and Barbirolli 
versions are a decade newer than 
the Koussevitzky, but I would not 
surrender the last of these, if I 
owned it, for either of the others. 
The Monteux is a sound, idiomatic 
performance and a well-recorded 
one, but his band is as far, qualita- 
tively, from Commonwealth Avenue 
as it is geographically, and the 
marvel of rich glowing sound which 
Koussevitzky evokes, the sweeping 
orchestral masses and meticulous 
discipline remain unique, if much 
less palpable than they seemed when 
* the recording was new, Barbirolli’s 
treatment of the score is as light and 
volatile as a bride’s first cake, due 
in part, undoubtedly, to the disas- 
trously bad recording contrived for 
him by Columbia. It is both sharp- 
edged and blurred at the same time, 
a combination of attributes which, 
at least, is unique. 

Vaises nobles et sentimentales. Coppola 
and the Paris Conservatory Orches- 
tra, F-i 1727-8 — $2. [**ff$$]. 

Those who care for the orchestral 
version of these dances will find 
Coppola’s treatment thoroughly ani- 
mated, firmly rhythmic, and musical. 
The recording is not overpowering, 
but it has sturdy basic qualities. 

WORKS 

is excellent. Those who prefer 
“Ondine” without “Le Gibet” may 
find it coupled with Debussy’s “Pois- 
sons d’Or” on Columbia 69020. The 
performance and recording sound 
identical to my ear with the version 
in the complete set 
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Jeux d'eou. Cortot, F-7729 — ^$1. 

Despite the age of the recording 
(seven years is a conservative esti- 
mate of its career in the catalogue) 
it is still a surprisingly usable 
vehicle for Cortot’s satisfying mu- 
sicianship and versatile pianism. It 
remains a superlative example of 
stylistic understanding, 

Miroirs: Alborada del gracioso. Gies eking, 
C-17137 — ^$.75. [*'‘'fff$$]. Sanromd, 
F-4435-$.75. 

To ENHANCE the superb imaginative 
prowess of Gieseking is a recording 
job of exceptional fidelity and dis- 
tinctness, The pianist’s superb 
rhythmic feeling is also an element 
of impressive effectiveness. San- 
roma’s performance is measurably 
more prosaic and not nearly so well- 
reproduced. 

Piece en forme de habanera. Mieczyslaw 
Miinz. D-20301 — ^$.50. [^*ff$$]. 
Although this was originally a 
wordless song, it is better known 
either in its adaptation for violin 
and piano (see p. 324) or for piano 
alone. Miinz performs tastefully, 


and the recording is better than the 
Decca average. 

Sonatine. Cortot, /^-7728-9 — ^$2. 
[**ff$$]. Casadesus, C-Set X179 — 
$2. [*^ff$$]. 

Though Casadesus has the benefit 
of a recording technique ten years 
more advanced than Cortot’s, there 
is no vast schism in the eventual 
results. Indeed, though the sound 
produced by Cortot is less suggestive 
of an actual piano than one hears 
from Casadesus, there is, para- 
doxically, more definition and clarity 
in his playing. 

Tombeau de Couperin, le (Minuet only). 

Casadesus, (7-17216 — ^$.75. [**ff$$]. 
The pianist’s highly refined concep- 
tion of this excerpt is minimized by 
the blurry recording. 

Vaises nobles et sentimentoles. Casa- 
desus, C-Set X194 — $2. [**ff$$]. 

One could scarcely ask for a more 
equitable blend of suavity and virtu- 
osity than Casadesus musters for 
this music. The recording is a little 
deficient in power, but it has good 
clarity. 


QUARTET FOR STRINGS 


In F. Budapest Quartet, C-Set 425 — 
$4.50. [***ff$$]. Pro Arte Quartet, 
V-Set 400— $4.50. [**ff$$]. 

Purists may contend that there is a 
measure of sophistication and fan- 
tasy in the Pro Arte version which 
the Budapests lack, but one can 


hardly contend that the body of 
sound the latter quartet produces, 
the buoyancy and power of its 
rhythmic feeling, could be detri- 
mental to any work. On a basis of 
recording, the advantage is impres- 
sively in its favor. 


SONGS 


Don Quichotte. Martial Singher, hari- 
tone^ nnitk orchestra directed by 
Piero Coppola, ^’-4404-5 — ^$1.50. 

P*ff$$]. 

There is all-around excellence in 
this performance, though the ma- 
terial hardly warrants it. The re- 
cording is good. 

Ronsard a son ame. Singher fidth or- 
chestra directed by Coppola, ^'-4405 

-$.75. 

See entry above. 


Sheherazade: La flute enchantee and 
L^indifferent. Suzanne Cesbron- 
Viseur naith unidentified orchestra 
and conductor, D-2QSS7 — ^$.50.[*ff$$]. 
Rose Walter ^ith an unidentified 
orchestra and conductor, (7-DB1301 
-$.75. P^ff$$]. 

By the criteria recognized in this 
volume, Cesbron-Viseur’s singing 
in the original tongue is distinctly 
a bargain; but so far as “La flute 
enchantee” (the only excerpt in- 
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eluded on her disk) is concerned 
Walter is infinitely the better singer 
and more understanding artist. 
However, she uses an English text. 
Her voice is excellently repro- 
duced, Cesbron-Viseur’s quite inade- 
quately. 

Trois chansons. Chanteurs de Lyon con- 

VIOLIN AND 

Kaddisch. Yehudi Menuhin, violin, 
vjith Marcel Gazelle, piano. V-x$%%y 
— $ 1 . 

Menuhin responds to the stimulus 
of this music with admirable fervor 
and tonal eloquence. The recording 
is good. 

Piece en forme de habanera. Szigeti. C- 
68922 — $1. [**fff$$]. Elman. V- 

1 5 92-— $.75. pf$$]. 

From the very first note, which El- 
man attacks with thoroughly in- 
appropriate gusto, Szigeti has the 
advantage. Moreover it is one that 

REFICE, 


ducted by Lion Vieiti. C-9136 — ^$1. 
[^*fff$$]. 

This is a superlative job of singing 
as well as an excellent one of re- 
production. All the ingenuity of the 
scoring and inflection of the text is 
clearly reproduced. 

PIANO WORKS 

is steadily increased as the work 
progresses. The fine sensitivity of 
his dynamics is especially well- 
reproduced. 

Tzigane. Jascha Heifetz and Arpad 
Sandor. ^-8411—$!. [^*fff$$]. 
Immaculate tone, impelling 
rhythmic feeling, and arousing im- 
aginative response are all ordered 
by Heifetzes remarkable technique 
and innate artistry. The results 
truly defy challenge, especially ' as 
they are splendidly reproduced. 


LICINIO 


Ave Maria. Claudia Muzio vnth or- 
chestra conducted by the composer. 
C-9ii3-“$i. ['^*ff$$]. 

Unlike any other composer in this 
volume, Refice has been recorded 
exclusively by one singer, Muzio, 
and owes his place here wholly to 
her interest in his music. She makes 
much of its neo-Puccinism, curving 
the melodic line sensuously with her 
superb voice and sound artistry. The 


recording of all the items is sur- 
prisingly good, and admirably 
adapted, in texture and volume, to 
the needs of the material. 

Cecilia: L'Annuncio; Morte de Cecilia. 
Muzio, nvith orchestra conducted by 
the composer. C-Set X112 — ^$2.50. 
[**ff$$]. 

Umbra di Nube. Muzio, (7-9113 — ^$1. 
[**ff$$]. 


REGER, MAX 


Suite for Violin and Piano in A minor; 
Air. Stefi Geyer, violin. D-25763 — 
$.75* 

Geyer^s thinnish tone is not ampli- 
fied by the poor recording. 
Unaccompanied Suite for Cello. Emanuel 
Feuermann. C-Set X152 — $2.50, 

[^*ff$$]. 


The full, vibrant tone of Feuer- 
mann and his astonishing virtuosity 
of hands and mind perform the 
amazing feat of animating this 
dubious material. There are, more- 
over, few more impressive repro- 
ductions of the instrument’s sound 
than this. 
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SONGS 


Variations and Fugue on a Theme by 
Mozart, opus 132. Karl Bdhm con- 
ducting the Saxonian State Orches- 
tra. V-Set 821— $4.50. 

It may be said of Reger that he is 
a composer whose name sounds the 
same either backwards or forwards, 
and whose music often has the same 
trait. That would not apply to this 
piece except in a general way, for 
the fugue, at least, attains a climax. 
However, the variations are dif- 
ficult going even for a conductor of 
Bohm’s great gifts; and interesting 
music does not come. The playing 
is first-rate, the recording strongly 
colored, richly resonant. I 
Maria Wiegenlied. Rta Ginster, soprano, 
and Gerald Moore, piano. T-8763 — 
$1. [*^ff$$]. Kerstin Thorborg, alto, 
and Leo RoseneL ^’-2133 — $.75. 


[**f$$]. Claudia Muzio, soprano, 
funth orchestra. C-4135 — ^$.75. 
[**ff$$]. 

It is difficult to urge any one of these 
on the purchaser, for each has strong 
and weak points. Ginster and Thor- 
borg use the authentic text, and both 
pianists are preferable to the or- 
chestra supporting Muzio. However, 
the latter has more tonal charm than 
either of the others. 

Waldeinsamkeit; Zum Schlafen. Maria 
Muller, mnth I^vor Nekton at the 
piano, r-15218 — ^$1. [**ff$$]. 

This is distinctly better singing than 
Muller’s average at the Metro- 
politan, though she still has not 
mastered her upper tones. However, 
the treatment is thoroughly musical, 
the reproduction of voice and piano 
admirably balanced. 


RESPIGHI, OTTORINO 


BALLETS 


Boutique fantasque, la. Go os sens and 
the London Philharmonic Orchestra. 
V-Set 415— $3.50. [**ff$$]. Walter 
Goehr and the London Philharmonic 
Orchestra. (7-69212 — ^$1. [**ff$$]. 

Julian Clifford and the Decca Sym- 
phony Orchestra. D-z^sSS — ^$*75- 

[♦ff$$]. 

Goossens offers virtually the whole 


ballet in his performance, an au- 
thenticity made more welcome by 
the spirit and incisiveness of the 
playing. The recording is good. 
Goehr and Clifford present virtually 
a parallel series of excerpts. The 
former has the advantage not only 
of a more capable orchestra but 
also of better recording. 


ORCHESTRAL WORKS 


Birds, The. Desire Defauvs conducting 
the Brussels Royal Conservatory 
Orchestra. C-Set Xio8 — ^$2.50. 

P*ff$$]. 

Defaxjw’s conducting duplicates, in 
wit and sympathy, the ingenuity of 
Respighi’s elaboration of these old 
pieces by Pasquini, de Gallot, and 
Rameau. The recording is not re- 
markably powerful, but the tone 
quality is excellent. 

Fesfe Bomane: L'Ottobrata. Lorenzo 
Molajoli conducting the Milan Sym- 


phony Orchestra. (7-69017 — ^$1. 

[*f$$]. 

Most of Molajoli’s work on records 
is operatic, but he has ample per- 
sonality to animate this uncomplex 
work (only the third section of the 
suite is recorded). The recording is 
not up to present standards. 
Fountains of Rome. John Barbirolli con- 
ducting the New York Philharmonic- 
Symphony Orchestra. V-Set 576 — 
$2.50. [**ff$$]. Frieder W eissmann 
conducting an unidentified orchestra. 
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■0-^5375‘6 — $1.50. [*ff$$]. Molinari 17060-2 — ^$2.25. [*ff$$]. Ettore Pa- 

and an unidentified orchestra. D- nizza conducting the Milan Sym- 
25841-2 — ^$1.50. [*ff$$]. phony Orchestra. D-20146-7-8 — 

The schooling in this work that the $1.50. [*ff$$]. 

Philharmonic received under Tosca- Contemporary recording would be 

nini is implied in the brilliance of its a boon to the enjoyment of the or- 

recorded performance, though Bar- chestral values in this music, but 

biroHi can be endorsed for the ani- that is something to which none of 

mation he imparts to it. The repro- these versions can lay claim. The 

duction is excellent. Neither of the Coppola is the least bad, though his 

cheaper editions can be considered conducting is not as incisive nor 

as competitive, though the Weiss- personalized as Panizza’s. The 

mann is a trifle less noisy and in- Molajoli is deficient in all respects, 
distinct than the Molinari. Rossiniana. Beecham and the London 

Old Dances and Airs — Suite No. 2. Bar- Philharmonic Orchestra. C-Set X56 
birolli and the Ne^w York Philhar- — $2.50. [**fff$$]. 

monic-Symphony Orchestra. ^-17558 By some procedures this might be 
— $1. [♦^ff$$]. listed under the composer’s name 

A THOROUGHLY applaudable per- rather than that of the orchestrator, 

formance by Barbirolli and his or- but one can argue, also, that 

chestra, expertly reproduced. Respighi’s part in the accomplish- 

Pines of Rome. Coppola and the Paris ment is a predominant one. In any 

Conservatory Orchestra. P"-! 1917-8 case Beecham spurs his orchestra to 

— $2. [**ff$$]. Molajoli and the prodigies of disciplined virtuosity. 

Milan Symphony Orchestra. C- The recording is good. 

PIANO WORKS 

Notturno. Sanromd. ^-15861 — ^$1. he is sensitive to the atmosphere of 

[**ff$$]. the music. The recording is strong 

There is more metal and wood in and resonant. 

Sanroma’s tone than I prefer, but 

SONGS 

Nebbie. Donald Dickson. ^“-2024 — ^$.75. my estimate of this song’s quality. 

[**f$$]. The recording is good enough to 

Forced tone and garbled enunciation make the singer’s poor production 

of the text, when added to a salon insistently audible, 

orchestra background, do not satisfy 

REYER, ERNEST 

OPERA 

SIGURD 

isprits gardiens. Georges Thill, vdtk Coppola, r-15892 — $1. [**ff$$]. 
orchestra conducted hy Bigot. C- There is less edge on Lawrence’s 

9147 — ^$1. [*^ff$$]. tones here than in records she has 

Thill’s voice is in splendid shape made since her Metropolitan debut, 

here, and he uses it with energy and and good, musical management of 

discretion. The recording is good. the material. The orchestra under 

Salut, splendeur du jour: 0 palais radieux. Coppola is pleasantly ample, the re- 

Marjorie Lawrence, with the Pas* cording quite good. 
deloup Orchestra conducted hy Piero 
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REZNICEK, EMIL VON 


OPERA 

DONNA DIANA 


Overture. Stock and the Chicago Sym- 
phony Orchestra. C-11606 — ^$1. 
[**ff$$]. Blech and the Berlin State 
Opera Orchestra. V-iigio — ^$ 1 . 
[**£$$]. Unidentified orchestra con- 
ducted by Robert Heger. D-25722 — 

$. 75 . i*mi 

The calendar advantage is all with 
Stock here, and the work is one 
which hardly needs more than be- 


lievable recording to transform it 
into vigorous life. There is a good 
deal of animation in the playing un- 
der Blech, though not all of it is 
translated into music by the repro- 
duction. To judge from this disk, 
Heger added several unscored sand- 
paper blocks to the scoring — ^the 
equivalent, in any case, is heard 
from the disk. 


RIMSKY-KORSAKOFF, NICOLAS 


OPERAS 

COQ D'OR 


Suite. Goossens and the London Phil- 
harmonic Orchestra. V-Set 504 — 
$3.50. [^*ff$$]. Introduction and Cor- 
tege only. Pierne conducting the Or- 
chestra of the Concerts Colonne. D- 
25382 — ^$.75. [*f$$]. Cortege only. 

Monteux and the San Francisco Or- 
chestra. F-1Z161 — $1. [**fff$$]. 

Fiedler and the Boston "Pops^* Or- 
chestra. F-4526 — ^$.75. [***ff$$]. 
Highly satisfactory is the only equi- 
table description for the Goossens 
performance. The music is appraised 
with musicianly sensitivity, and the 
recording, if not overwhelming, is 
well-proportioned. Pierne has no 
such mechanical assistance, to the 
considerable detriment of his vig- 
orous treatment of the two excerpts. 
The “Bridal Procession’' is force- 
fully projected by Monteux, with 
proper rhythmic stability and 
dynamic variety. He has not the 
clangorous brilliance of Fiedler on 
his side, but beyond that element 
there is little merit in the playing of 
the Boston “Pops” band. 


Hymn to the Sun. Miliza K or jus, <tmth 
Barnabas mn Geczy^s orchestra. V- 
1202 1 — $1. [**fff$$]. Pons. F-17232 
— ^$1. [**ff$$]. Bide Norena, vsith 
orchestra. jD-20115 — ^$.50. [*ff$$}. 

Pagliughl /)-290i8— $1. [**f$$]. 

Maria Kurenko. C-ziz — $. 75 * 

Fritz Kreisler. F-15487— $1. P^ff$$]. 
Mischa Elman. ^-7392— $1. [**f$$]. 
Despite Korjus' use of a German 
text, her voice and the orchestra 
that supports it are closer to an ideal 
standard than any of the competitive 
versions. Both Pons and Norena sing 
in French, neither with the vocal 
distinction of Korjus. The wide 
difference in price is more than justi- 
fied by the superior recording of 
Pons and the better orchestra which 
supports her. However, Norena’ s 
effort is an admirable one. Pagliughi 
is very satisfactory in the florid sec- 
tions but depressing (in Italian) 
elsewhere. I wish Kurenko’ s vocal 
resources were more substantial, for 
she uses the Russian text. However, 
none of the alternatives can offset 
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the merits of Korjus, even if she 
breathes in virtually every measure. 
Of the two transcriptions, I have a 
comparative respect for the Kreisler, 
since it is related, at least, to the aria 

IVAN THE 

Storm Music. Coates and the London 
Symphony Orchestra, F-11454 — $1. 
[*ff$$]. 

The recording is weak and ill-de- 
fined, but the impetus of Coates can- 
not be denied. 


itself. Elman plays as though the 
music were written for the express 
purpose of following Zigeuner^ 
wisen. 


TERRIBLE 

Prelude, Act III. Stoko^wski and the 
Philadelphia Orchestra, 17 502 — 

$1. p**ff$$]. 

An incisive, well-controlled per- 
formance, impressively played* and 
vividly reproduced. 


MAY NIGHT 


Overture. Coates and the London Sym- 
phony Orchestra, V-114.24. — ^$1. 

[*ff$$]. 

There is slightly more clarity and 
impact in this recording than in the 
one above, though hardly enough to 
endorse it as a brilliant specimen of 
reproduction. But again the con- 
ductor’s feeling for the music is a 
factor of transcendent importance. 

Song of the Village Mayor. Choir of the 
Red Army, C-4215 — $.75. [*^ff$$]. 

I AM NOT prepared to vouch for the 


authenticity of this arrangement, but 
the singing is inspiriting, the record- 
ing good. 

Slumber Song. Irene Jessner, *with or- 
chestra conducted by Bruno Reibold, 
^-17559—$!.^ [**ff$$]. 

Jessner’s voice occasionally has an 
unpleasant edge on this disk, but 
her singing is otherwise conscien- 
tious. She uses a French text. The 
orchestra is not as large as it might 
be, but the recording is excellent. 


MLADA 


Cortege. Coates and the London Sym- 
phony Orchestra, F-11443 — ^$1. 

[**ff$$]. 

This is distinctly the best in this 
particular series of Coates record- 

SADKO 

Berceuse. Nina Koshetz, F-S2 $$ — $i. 
[^ff$$]. 

That this recording is a dozen years 
old has its indubitable effect on the 
amount of voice and orchestra that 
is heard, but it also yields a marked 
increment in vocal quality relative 
to Koshetz’s present resources. A 
beautiful job of singing, even if the 
reproduction is thinnish. 

Chanson Indoue. Giglij ‘with orchestra, 
/^-i570-$.75. P*fff$$]. Tauber, D- 
25759 — $.75. [*f$$]. Ninon V allin, D- 
35318— $.75. [**ff$$]. BranzelL D- 


ings, combining ringing, sonorous 
orchestral tone with an admirable 
stride and energy of performance. 
It is altogether a desirable disk. 


25115 — ^$.75. [*ff$$]. Galli-Curci, V- 
1524 — $.75. [*f$$]. Maria Kurenko, 
(7-213 — $.75. [*f$$]. Don Cossack 
Choir, C-7342 — ^$1. [**f$$]. Boston 
*'Pops** Orchestra, ^-4303 — ^$.75. 
[**ff$$]. Kreisler, r-1981— $.75. 
[♦*ff$$]. Gregor Piatigorsky, with 
Karol Szreter, piano, D-201SZ — 

[♦f$$]. 

Despite the evidence of the listings 
above, this aria was actually written 
for tenor. How it became the prop- 
erty of sopranos and contraltos no 
one will ever know^ To cap the sur- 
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prises, Gigli delivers a beautifully 
suave and continent performance, al- 
though in Italian. Tauber’s, in Ger- 
man, is neither continent nor beauti- 
ful. Among the women I recommend 
either Yallin or Branzell (depend- 
ing on one’s preference of register), 
for both are splendidly sung. In the 
Galli-Curci the introduction is ab- 
breviated, and Kurenko is beset by 
a persistent tremolo. The instrumen- 


tal transcriptions are all well played, 
but the Piatigorsky suffers from 
mediocre recording. 

Song of the Viking Guest. Chaliapin, 
viith orchestra. ^-6867— $i. £*ff$$]. 
Here is a treasurable experience for 
lovers of impassioned dramatic 
singing. They must also have a 
knack for ignoring a noisy surface, 
but the reward, in artistry and poig- 
nance, is worth the effort. 


SNEGOUROTCHKA 


Dance of the Tumblers. Coates and the 
London Symphony Orchestra. V- 
11454—$!. [*fff$$]. 

Although he does not have too 


much assistance from the recording, 
this performance, rushing, vital, in- 
cisive, represents Coates at very 
nearly his best. 


THE TSAR'S BRIDE 


Marthe's Aria. K or jus, twith orchestra 
directed hy Bruno Seidler- Winkler. 

F-I202X— $ 1 . [**ff$$]. 

The singer’s use of a German text 
diminishes the authenticity of this 
performance, but it is otherwise 
fluent and musical. Korjus has a 
tendency to breathe in the wrong 
places, a trait which sometimes 


leaves the conductor suspended in 
mid-phrase. The recording is good. 
Song of the Bride. Menuhin, ^-7599 — $1. 
P*ff$$]. 

Menuhin uses an arrangement by 
Franko that does not much suggest 
the vocal character of this music. 
He plays it with impelling tone, but 
the net result is a violin piece. 


TSAR SULTAN 


Flight of the Bumble Bee. Stock and the 
Chicago Symphony Orchestra, T- 
^ 579 — $1* [*ff$$]. Pierne and the 
Orchestra of the Concerts Colonne, 
X).254.86— $.75. Willy Fer- 

rero conducting the E.I.A.R. Orches- 
tra. i)-25948 — ^$.75. [*f$$]. Harty 
and the Halle Orchestra. C-67743 — 
$x. [^ff$$$]. Heifetz, r-1645— $.75. 
[**fff$]. Szigeti. C-7304 — ^$x. 
[**f$$]. Casals, F-7193— $i. [**f$$]. 
Anatole Kitain, C-69272 — $1. 

[**ff$$]. 

That the Stock version leads all the 
rest may be attributed to the circum- 
stance that it is the only orchestral 


performance to enjoy comparatively 
modern reproduction. Pierne’s in- 
cisive job and the very musical one 
of Harty are both embarrassed by 
inferior reproduction. Among the 
transcriptions, I prefer Heifetz’s for 
its truly amazing bite and clarity, 
Szigeti has even more feeling for 
the music, but not the skill to articu- 
late it As for the Casals, it is one 
of the few inadequate performances 
by him known to this writer. Kitain 
plays his transcription in the spirit 
of Lopez’s “Nola” and with about 
equal artistic results. 


ORCHESTRAL WORKS 


'Antar" Symphony, No. 2 . Coppola and 
the Paris Conservatory Orchestra, 
V-Set 210 — $3,50. [*ff$$]. 

The recording is not impressively 
contemporary, nor is Coppola’s feel- 
ing for the score very communica- 


tive, However, it is energetic, well- 
reasoned playing. 

Capriccio Espagnole. John Barbirolli 
and the Philharmonic-Symphony Or- 
chestra, C-SetXi^s — $2.50. [**ff$$]. 
Fiedler and the Boston ”Pops^* Or- 
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chestra, F-i 1827-8 — ^$2. [**£$$]. 

Pierne and the Concerts Colonne Or- 
chestra. D-25363-4 — ^$1.50. 

As THE most recent recording of this 
group the Barbirolli version auto- 
matically takes precedence over the 
other two, especially as he brings 
more artistic feeling to the under- 
taking. The Fiedler performance is 
vivacious but unstable. Pierne has as 
worth while an estimate of the music 
as the others, but he is given little 
support by the engineers. 

Gronde Pdque Russe. Stokowski and the 
Philadelphia Orchestra. F-7018-9 — 
$2. [^*ff$$]. Band of H.M.S. Grena- 
dier Guards. D-25649 — $.75. [*f$$]. 
Such a recording classic as Stokow- 
ski’s “Grand Paque Russe” does not 
yield its place easily. It remains a 
superlative instance of, his recreative 
fervor and a sturdy example of re- 
cording technique. The band version 
has little to offer, either as perform- 
ance or recording. 

Scheherazade. Stokowski and the Phila- 
delphia Orchestra. F-Set 269 — ^$6.50. 
[**fff$$]. Rodzinski and the Cleve- 


land Orchestra. C-^et 398 — ^$5.50. 
[*^ff$$]. Kolar and the Detroit Sym- 
phony Orchestra. D-Set 162 — $4.50. 
[^*ff$$]. Dorati and the London, 
Philharmonic Orchestra. F-Set 509 — 
$5.50. [♦*f$$]. Cloez and an uniden- 
tified orchestra. D-25561-6 — $4.50. 
[*f$$]. 

With the exception of the imported 
Decca, all of these have appeared 
since the Stokowski release. Never- 
theless it retains a substantial edge, 
as performance and recording, above 
all of them. The Rodzinski is the 
most serious challenger, but the or- 
chestra (although well-recorded) 
does not spring from the disks as 
forcefully as the Philadelphia. The 
surprise among the others is the 
Kolar-Detroit performance, which 
is personalized and energetic, also 
well-recorded. However, he does not 
vitalize the music as either Stokowski 
or Rodzinski do. The Dorati per- 
formance is pallid and well-re- 
corded, the Cloez colorful and ill- 
sounding. 


SONGS 


Rose and the Nightingale, the. Rosa Pon- 
selle, soprano. F-16451 — $1. [**ff$$]. 
Germaine Cernay. D-20579 — $.50. 
[^ff$$]. Fladimir Rosing. D-29047 — 
$1. [*f$$$]. Josephine Antoine, so- 
prano. ^-17285—- $.75. [**f$$]. 

This is., to my knowledge, the last 
good record by Ponselle and one 
that had no precedent for five years 
or so in her output. Her voice is in 
excellent shape, and she sings the 
song with fine sensitivity. The Cer- 
nay effort is rausicianly enough, but 
her voice is thinnish, the reproduc- 
tion poor. It is also deplorable that 


Rosing’s approach to the song is ex- 
cessively lugubrious, his voice sprin- 
kled with cracks, and the recording 
unmercifully noisy. The Antoine is 
well-reproduced, but that only in- 
creases the edgy, whistly shrillness 
of her tones. 

Southern Night. Rosing. D-29047 — $1. 
[*f$$$]. 

I REGRET that I cannot find any 
kinder words for this interpretation 
than for its partner above. Both are 
distinctly below Rosing’s excellent 
average. 


RONALD, SIR LANDON 


Oh, Lovely Night. Kirsten Flagstad. F- 
1890— $.75. [^*fff$$]. 

Flagstad showers a plenitude of 
lovely tone on this song, but it hardly 


flowers under that benison. Edwin 
McArthur is the pianist, and the re- 
cording is excellent. 
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ROSENMULLER, JOHANN 


Sonata in E minor (edited by Crussard). 

Ars Rediviva directed hy Claude 
Crussard, v^itk Noelie Pierront, 
organ. ^'-■12489 — ^$1. [**ff$$]. 

This exceptional material is illumi- 
nated by a treatment of splendid dig- 


nity and surpassingly fine tonal 
qualities. In place of Crussard, tbe 
harpsichordist in other performances 
of this group, the instrument is cap- 
ably played by M, de Lacour. 


ROSENTHAL, MORIZ 


Carnavaf de Vienne. Played hy the com- 
poser. 0-25839— $,75. [*ff$$]. 
Rosenthal has not neglected to pro- 
vide himself with patterns to exhibit 
his finger skill, but there is also out- 
let for his musicianship and taste. 
The recording is poor, but there is 
high quality in the playing. 


Papillon. Played hy the composer. O- 
25S75— $*75- [*ff$$]. 

Here, too, the emphasis is on per- 
formance, but the music is certainly 
suited to the interpreter’s skill. The 
recording is only fair. 


ROSSINI, GIOACCHINO 


OPERAS 

IL BARBIERE Dl SIYIGLIA 


Complete opera. Riccardo Stracciari 
(Figaro), Mercedes Capsir {Ro~ 
sina), Dino Borgioli (Almaviva), 
and Salvatore Baccaloni (Dr. Bar- 
tolo), vjith Lorenzo Molajoli con- 
ducting La Scala Orchestra. C-Set 
Op. 8— $17. Pff$$]. 

To CALL this recording anjrthing but 
tubby and severely restricted in tonal 
quality would be a distortion of its 
true character. However, the singers 
named above comprise an uncom- 
monly balanced and well-integrated 
cast, operating with spirit and mu- 
sicianship under the capable direc- 
tion of Molajoli. Stracciari is in- 
clined to permit himself every one 
of the liberties assumed by perform- 
ers in this role, though he does ad- 
minister them with good sense and 
dramatic pertinence. But Capsir is 
a skillful singer, and Borgioli (on 
these disks, at least) a great one. 


Together they present as well 
rounded a performance of the score 
— acknowledging the limitations of 
the recording — as one is likely to 
hear in the best-regulated opera 
house. Baccaloni does his minor role 
with unction and rather more musi- 
cal discipline than he observes now 
that he is a star. 

Overture. Toscanini conducting the 
Nevs York Philharmonic-Symphony 
Orchestra. V-yzsS — [**fff$$]. 
Howard Barlow and the CBS Or- 
chestra. C-70704 — ^$1. [*f$$]. Pietro 
Mascagni conducting an unidentified 
orchestra. D-25141 — ^$.75. [*f$$]. 
The bloom on the once-astonishing 
Victor recording (when it was new 
in 1930) has faded more than a little, 
but not enough to impair the thrust 
and excitement of Toscanini’s con- 
ception. As for the orchestra, its 
lightness and clarity are enduring 
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testimony to the results it can 
achieve under such leadership. Bar- 
low has a reasonable sense of the 
style, but it is lacking in sharpness, 
due, partially, to the nasal, uncolor- 
ful recording. The specious glamor 
of Mascagni’s name counts for very 
little against the inequalities of the 
orchestra and the shabbiness of the 
recording. 

Ecco ridente. Tito Schipa, F-1180 — ^$.75. 
[*ff$$]. 

Schipa’s beautiful voice is sustenance 
for the claim that he is a great Al- 
maviva, though the pace he chooses 
is curiously slow and immobile. The 
orchestra is feeble, the recording 
mediocre. 

Largo al factotum. Lanvrence Tihhett. 
^“7353 — $!• [*ff$$]. John Charles 
Thomas, F-15860 — $1. [**f$$]. EzV- 
cardo Stracciari, <7-^99 — ^$1. [*f$$]. 
Giovanni Inghillieri, — ^$.75. 

[*f$$]. Igor Gorin, F-12437 — ^$1. 
[**f$$$]. 

The quality of this crop of records 
is best indicated by the performance 
that wins a grudging preference 
among them: for Tibbett’s splendid 
voice is subjected to a considerable 
pressure by the singer, more in the 
quest of astonishment than artistry. 
Then, too, the orchestra is all but 
inaudible in the vocal passages. Of 
the others, Thomas and Gorin have 
the largest vocal quality to offer, 
with Thomas’s burly style more suit- 
able than the scrambled, undis- 
ciplined singing of Gorin. Strac- 
ciari’s treatment is throaty and con- 
ventional; Inghillieri’s throaty, con- 
ventional, and badly recorded. 

Se il itiio nome. S chip a. V-ii%q — ^$.75. 
Pff$$]. 

There is delectable vocalism in this 
disk, and a good deal of finesse in 
Schipa’s management of it His pref- 
erence for slow tempos is again evi- 
dent, however, and the recording is 
mediocre. 

Una voce poco fa. Lily Pons, •with or* 
chestra conducted by John Barbirolli, 


r-8870-$i. Conchita 

Supervia, D-25833 — $.75. [*ff$$]. 

G alii- Curd. V-7110 — $1. [*ff$$]. 

Luisa Tetrazzini. F-7883 — $1. 
[*ff$$]. Pons. Z)-2052i — $,50. [*f$$]. 
Among these various versions, those 
of Pons and Supervia are the only 
ones that trace the scene from start 
to finish. The latter is truly a 
brilliant feat of vocalization and 
musicianship, but it is a strong 
probability that most listeners would 
prefer a version in the register to 
which they are accustomed (namely 
Pons’ soprano) than the lower, 
darker contralto of Supervia, even 
though it was the original. In ad- 
dition, Pons’ voice is in splendid 
form here and is strongly supported 
by Barbirolli. The Galli-Curci ver- 
sion is surprisingly thin and insub- 
stantial, and the glassy tones of 
Tetrazzini contrast oddly with the 
robust orchestral accompaniment 
‘Mubbed” under the direction of 
Lawrance Collingwood. Considering 
the advantages of recording and ac- 
companiment in the Pons-Barbirolli 
performance, the earlier one by this 
singer has little attraction, despite 
its lower price. 

A un' dottor' della mia sorte. Salvatore 
Baccaloni, •with orchestra directed 
by Erich Leinsdorf. C-71193 — ^$1. 
[♦*ff$$]. 

Of all the disks thus far released 
by Columbia of Baccaloni’s voice, 
this is the one which does the most 
honor to his talents. His wide plan- 
gent voice is reproduced here with 
tangible warmth and color. Leins- 
dorf adds more than a little to the 
quality of the total. 

Colunnia, la. Feodor Chaliapin, ^'-6783 
-*$i. [**ff$$]. 

There is surprising bite and full- 
ness to the vocal reproduction and 
extraordinary personality in the 
singing itself. The fidelity to Ros- 
sini’s line is only intermittent, but 
it is an arresting, vital job. 
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Dunque io son. Pons and de Luca. V- Lesson Scene. Sufervia. — ^$.75* 

17233 — ^$1* [*ff$$]. 

Considering the small documenta- ‘‘Breath-taking” is the word for 

tion of de Lucans figaro, this disk is this singing, for its stylistic certainty 

even more notable for his participa- and vocal virtuosity. Giovanni 

tion than for Pons’. His voice sounds Manuritta supplies the incidental 

remarkably well, and it is, of course, comment The recording is fairly 

brilliantly used. good. 

LA CENERENTOLA 

Overture. Molajoli conducting the with her five years ago. She is not 


Milan Symphony Orchestra. (7-68739 
— $1. [^*ff$$]. 

Molajoli meets the needs of this 
work with his usual conscientious, 
unexciting musicianship. The re- 
cording is of the studio type and not 
distinguished. 

Nacqui all' affanno. Rose Bampton, 
soprano, viith orchestra conducted 
by Wilfred Pelletier. T-18217 — ^$1. 
P^fff$$]. 

The . amazing transition of Bampton 
from a colorless contralto to a satis- 
fying soprano is marked on this disk 
by a kind of florid singing that one 
would have not dared to associate 

LA GAZZA 

Overture. Beecham and the London 
Philharmonic Orchestra. (7-68301 — 

$1. [**fff$$]. Fiedler and the Boston 
*'Pops” Orchestra. T-13751 — ^$1. 
[**ff$$]. Milan Symphony Or- 
chestra conducted by Angelo Alber- 
goni. jD-25111 — $.75. [*f$$]. 

The incisive musicianship of 
Beecham, his fervent feeling and 
immaculate artistry flow through this 

L'lTALIANA 

Overture. Toscanini and the Philhar- 
monic-Symphony Orchestra. V-x/^t 6 i 
— $1. [**fff$$]. Frieder Weissmann 
conducting an unidentified orchestra. 
ZJ-25387--$.75. [*ff$$]. 

Time has in no way impaired the 
astonishing vigor of this Toscanini 
performance, its bouyant singing 
vitality, and its brilliant efficiency. 
Most notably, in its dynamic scale, 
this remains one of the truly im- 


yet mistress or the style, but her 
progress is impressive. The orches- 
tral support under Pelletier is good. 

^on piu mesta; Signore, una porola. 
Conchiia Supervia, contralto, and 
Vincenzo Bettoni, bass. D-z$%iS '^ — 
$1.50. [*ff$$]. 

The quality of these records is 
rather less impressive than the mere 
fact of their existence and their 
accessibility in this country. Super- 
via’s ability to override the most 
fearsome difficulties with poise and 
accuracy represents a kind of vocal 
virtuosity almost unknown in this 
generation. 

LADRA 

work with irresistible eflfect. It is 
brilliantly played and finely re- 
corded. The Fiedler version is almost 
literally the chattering birds of the 
title, but aside from that fidelity, the 
performance is much below the 
Beecham level. In all of these re- 
spects Albergoni is infinitely out- 
distanced. 


IN ALGERl 

pressivc records in the repertory. 
Weissmann labors honestly but 
without much profit 
A1 capriccio della sorte. Conchiia 
Supervia, vnth Carlo Scattola, bass. 

2P-25838— $.75. [*ff$$].^ 

0 che muso. Superma nuith Vincenzo 

D-25837— $.75. 

Per lui che adoro. Supervia fwith Nino 
Ederle, Carlo Scattola, and Bettoni. 
D-25836— $.75. [^ff$$]. 
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Pensa alia pa trio. Super via. D-20398 — competent assistance from the as- 

$.50. sociated singers, but the recording 

SuPERVlA^S fervor, the remarkable could be a good deal better without 

potency and excitement of her sing- being exceptional. The florid pas- 

ing are the dominant factors in sages are no less than astonishing, 
these records. She has more than 

LA SCALA DI SETA 

Overture. Beecham and the London ing with an orchestra extremely 

Philharmonic Orchestra. C-9077— $1. sensitive to his desires, whereas 

[**fff$$]. Toscanini^ and the BBC Toscanini gets less response from 

Orchestra. /^-I5i9i~$i. [^*ff$$]. the BBC Orchestra than when he is 

Both of these performances have working with the Philharmonic or 

astonishing fluency and animation, the NBC. Beecham also has a slight 

with almost equal distribution of but unmistakable advantage in re- 

subtlety and incisiveness. However, cording. 

Beecham has the advantage of work- 

SEMIRAMIDE 

Overture. Toscanini and the Philhat’- Bourdon record offers a substantial 

monic-Symphony Orchestra. V-Set amount of excellent playing (the or- 

408 — $2.50. [^ff$$], Rosario Bour~ chestra is, largely, the Philadelphia) 

don and' the Victor Symphony Or- though little refinement of feeling. 

chestra. V-222%% — $.50. [^*f$$]. The Weissmann effort is defeated 

Frieder W eissmann and an un- by dull reproduction. 

identified orchestra. D -25005— *$.75. Bel raggio. Rose Bampton, soprano, 

[*f$$$]. nvith orchestra led by Wilfred* Pelle- 

It is an incidental revelation of this tier. F-18217 — ^$1. [^*ff$$]. 

disk that Toscanini has never (in It is regrettable that there is no 

his recent career) directed an or- other good version of this aria in an 

chestra that understood him so well American catalogue ; not that Pamp- 
as the Philharmonic did. There is ton’s effort is not a respectable one, 

absolutely no sense of gap or inter- but merely to indicate how far she 

mediation between conductor and has progressed since her transition 

players in this performance; the from, so to speak, low to high gear 

blend of the two is utter and in- two years ago. Some of the florid 

separable. The recording, too, re- detail escapes her, but the venture 

mains impressive. For the price, the on the whole is a successful one. 

THE SIEGE OF CORINTH 

Overture. Milan Symphony Orchestra reflected in the sound of it. There is 

directed by an unidentified conduc- little point in the approach to the 

tor. Z)-25i 63 — ^$.75. [*f$$]. score and not much imagination in 

The lack of a definite personality in the articulation of it. 
association with this performance is 

TANCREDI 

Overture. Milan Symphony Orchestra the most satisfying of Decca record- 
directed by Angelo Albergoni, D- ings. The climaxes are blurry but 
25087 — ^$.75. [*f$$]. at least suggested, and Albergoni 

In acoustical background and undoubtedly knows where they are. 

sharpness of sound this is one of 
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WILLIAM TELL 


Overture. Arthur Fiedler and the Bos- 
ton ^^Fofs** Orchestra, V-Set 456 — ^$2. 

Beecham and the London 
Philharmonic Orchestra, C-Set X60 
— $2.50. [**££$$]. Toscanini and the 
NBC Orchestra. V-Set 605 — $2. 
[**£££$$]. Bourdon and the Victor 
Symphony Orchestra. ^^-20606-7 — ^$1. 
,[**£$$]. Victor Kolar and the De- 
troit Symphony Orchestra. D-Set 
157 — $1.85. [^*£$$]. Mascagni and 
an unidentified orchestra. jD-25457-8 
— ^$1.50. [*£$$]. Pryor's Band. V- 
20319-20 — ^$1. [*£$$]. 

Despite the impressive competition, 
Fiedler’s version has a substantial 
margin of advantage. The record- 
ing, to begin with, is remarkably 
solid and well-balanced. Moreover, 
there are few details of the score 
that escape his attention. Perhaps 
the Toscanini performance has 
slightly more excitement and virtu- 
osity, but not enough to outweigh the 
fine recording of the Boston “Pops” 
orchestra. Beecham’s performance is 
a thoroughly arousing one, but I 
can hear little in it that is superior 
to Fiedler. Kolar’s band plays louder 
than some of the others in the econ- 
omy brackets, but the gain is non- 
existent in any other respect Bour- 

STABAT 

Cujus Animam. Jussi Bjoerlinff. F-13588 
— $1. [**fff$$]. Gi^li. F-8768— $1. 
[**ff$$]. Herbert Ernst Groh. D- 
20519— $.50. ['*'£$$]. 

I PREFER the heroic, strongly outlined 
treatment of Bjoerling to the more 

MISCELLANEOUS 

Danza, la. Joseph Schmidt. D-23046 — 
$-75- [^f £$$$]. Dickson. ^-2024 — 
$.75. [**£$$]. 

Schmidt’s version appears to be the 
only representative one currently 
available in a domestic catalogue. 
That is unfortunate, for the sing- 
ing is forced, the recording ordinary, 
the price excessive. An orchestral 


don’s treatment cries aloud for the 
words “Hi-Ho Silver” and may be 
recommended as a nostalgic re- 

• minder of that classic if for no other 
reason. Further nostalgia is pro- 
vided by Pryor, whose token of 
tribute to the village green is affect- 
ing if not compelling. Mascagni is 
constantly embarrassed by incom- 
petent reproduction. 

Sombre foret. Eide Norena. jD-20115 — 
$.50. [^ff$$]. 

Norena’s clean, musicianly singing 
is offset, as are so many of her 
other recordings, by lack of sub- 
surface penetration. It is an excellent 
job, so far as it goes; but it does 
not go far enough. The recording is 
fair. 

Ballet Music. Constant Lambert and the 
Sadler's Wells Orchestra. ^-26743 -4 
— $1. [**fff$$]. 

The drive and accent of Lambert’s 
direction are transformed into vital 
music-making by the fine big or- 
chestra. Those who know Rossini’s 
capacities will not be surprised by 
the vigor of the galop on the final 
side, but it is heartily invigorating 
in any case. The recording is ex- 
cellent. 

MATER 

mellifluous, saccharine singing of 
Gigli. The recording of the former 
is also cleaner. Groh’s voice is too 
light for the music and is poorly 
reproduced. 

VOCAL WORKS 

transcription by Respighi may be 
found in V-Set 415, in La boutique 
faniasque, directed by Eugene 
Goossens (see under Respighi). The 
Dickson disk is thoroughly scram- 
bled, an expression of will rather 
than skill. The recording is louder 
than Schmidt’s, but it conveys little. 



336 


A GUIDE TO RECORDED MUSIC 


ROUSSEL, ALBERT 

BALLET 

FesHn de Taraignee, le. Walter Straram and the surprising excellence of the 
and the Straram Orchestra, C-Set orchestra, especially in the wood- 
X23 — ^$2.50. wind choir. As vitalized by Straram 

Straram makes an exceptionally ef- it is an indubitable modern master- 

fective thing of this score, aided by piece. The recording retains a good 

the ingenuity of Roussel’s writing deal of fidelity and strength. 

OPERA 

LA NAISSANCE DE LA LYRE 

Danse des nymphes. Piero Coppola and age well, and it is, additionally, an 

the Paris Conservatory Orchestra, uncharacteristically dull performance 

F-36295 — $.75, [*ff$$]. by Coppola. 

This recording does not carry its 

ORCHESTRAL WORK 

Sinfonietta. Frank Black conducting the A capable enough performance, ef- 
NBC String Orchestra, ^-12233 — fectively reproduced. 

$1. P»ff$$]. 

QUARTET FOR STRINGS 

In D, opus 45 . Both String Quartet, C- performance. The close texture of 
Set 339 — ^$3.50. [**ff$$]. the writing is finely exposed, both 

This is the old Roth Quartet, whose by the musicianship of the ensemble 

particular flair for playing modern and the clarity of the recording, 

works is brilliantly reflected in this 

SONGS 

Coeur on peril: Le jardin niouill6. Pierre considerable aptitude for Roussel’s 
JBernac, V-2oix — ^$*75. [**ff$$]. idiom. The recording is good. 

Bernac is a musicianly singer, with 

RUBINSTEIN, ANTON 

OPERA 

FERAMORS 

Candle-dance. Frieder W eissmann con- Noisy recording and routinized per- 

ducting an unidentified orchestra, formance are no embellishment of 

D -2043 3 — ^$.50. [*f$$]. this work. 

PIANO WORKS 

Kamennoi-Ostrow. Boston *'Pop/* Or- ducting the Victor Symphony Or^ 

chestra conducted hy Arthur Fiedler. chestra. r-35820 — $.75. [*ff$$]. 

V-izi^t — $1. [**fff$$]. Bourdon con-- In addition to the powerful record- 
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ing of the Boston ‘Tops” playing 
and the efficient conducting of Fied- 
ler the disk has an additional in- 
terest: the skillful orchestration by 
Victor Herbert. Bourdon’s perform- 
ance is thoroughly conventional and 
not well-recorded. 

Melody in F. Edith Lorand>Trto. Z)-25i37 
— $.75. [^ff$$]. Patricia Rossborough 
and orchestra, Z) -2 52 17 — $.75. 

[*f$$$]. 

Neither of these is a recording to 
treasure, though the Lorand effort 
is at least concientious. The Ross- 
borough disk belongs to the “sym- 
phonic jazz” category and is even 
worse jazz than it is symphony. 

Romance in E flat. Rosa Ponselle, V~ 
1319 — $-75* [**ff$$]. Meta Seine- 
meyer, soprano. — ^$.75. 

[*f$$]. 

This keeps unbroken the phono- 
graphic consistency, to this point, of 
not presenting a Rubinstein piano 
work in its original form. Of the 
two vocal arrangements I prefer 
Ponselle’s for its vocal luxuriance 


and excellent reproduction. Since the 
text is no part of the original con- 
ception, it is immaterial that she 
sings in English and Seinemeyer in 
German. 

Staccato etude, opus 23, No. 2. Reginald 
Stewart, V-izSoS — $1. p^ff$$]. 
There is good briskness in this per- 
formance, though the recording is a 
bit blurred and clangy. 

Valse Caprice. Artur Rubinstein. V- 
36337 — $.75. [**fff$$]. Ignaz Fried- 
man. C-68987 — $1. [^f$$]. Ignace 
Paderewski. ^-6877 — $1. [*f$$]. 
Rubinstein’s performance would be 
a rare bargain at twice the quoted 
price, for he plays with immaculate 
technical precision and most engag- 
ing spirit. At Black Label rates it 
should be in every collection. Fried- 
man’s recording is slightly better 
than the Paderewski, for the sound 
of the piano is suggested at least. 
However, it is disorderly and in- 
sensitive playing, much overpedaled. 
The Paderewski is bangy and rhyth- 
mically distorted. 


SONGS 


Es blinkt der Thau. Meta Seinemeyer, 
jD-25751— $.75. [*ff$$]. 

Seinemeyer struggles rather fruit- 
lessly against poor recording, an 
incongruous orchestral background, 
and a noisy surface. 

Nacht, Die. 

See “Romance” under Piano Works. 
Now Shines the Dew. Kathryn Metsle, 
CI17203— $.75. [**ff$$]. 

As WELL as forming the vocal line 
beautifully, Meisle articulates the 


text with fine clarity. The recording 
is excellent. 

Prisoner, the. Feodor Chaliapin. F-15236 
—$1. [^♦fff$$]. 

An exceptional example of Chali- 
apin’s vocal richness. The song also 
permits the singer’s dramatic powers 
full expression, finely reflected in the 
recording. 

Since First I Met Thee. 

See “Romance” under Piano Works. 


RUBINSTEIN, BERYL 


Suite for Two Pianos. Arthur Loess er and 
the composer, V-Set 784 — ^$3*50. 
[**fff$$]. 

Since Rubinstein wrote this work for 
his partner and himself it can be 


assumed that the performance is all 
that he would desire. The pianos are 
clearly recorded, though the tone is 
a little thin. 
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SACCHINI, ANTONIO 


Chiml^iie. Society of Ancient Instru- 
ments, ^-1635 — $.75. 

The sense of this piece is nicely 


understood by the ensemble directed 
by Ben Stad. It is tonally warm and 
persuasive, also well-reproduced. 


SAINT-SAENS, CAMILLE 


CONCERTOS 

PIANO AND ORCHESTRA 


Concerfstiick in k, opus 20 . Ossy Ren- 
at dy, nmih Walter Robert, piano, V- 

17479— $!• 

Added to the unfamiliarity of this 
item (it is derived from a forgotten 
concerto in A, opus 20) is the ex- 
ceptional performance of Renardy, 
who plays with more virtuosity than 
on any other record I know of his. 
The recording is excellent. 

No. 2 in G minor. Arthur de Greef and 
the New Symphony Orchestra, con- 
ducted by Sir Landon Ronald, V-Set 
150— $ 3 * 50 * [*f$$]. 

De greef is one of the true veterans 
of present-day recording, but this 
job is more veteran than present- 
day. The piano is twangy and 
unvital, the musical approach alto- 


gether conventional. Unfortunately, 
these indictments are applicable not 
only to the solo playing but also to 
the orchestral direction of Ronald. A 

word to the wise 

No. 4 in C minor. Alfred Cortot with 
orchestra conducted by Charles 
Munch, V-Set 367— $3*50. [**fff$$]. 
For one reason or another Cortot has 
always had singularly good luck in 
the recording of his instrument — one 
reason, very probably, is his interest 
in the subject. This set is an out- 
standing example of how well a 
piano can sound on records, and it 
is supported by a finely virile per- 
formance of the orchestral score by 
Munch. Musically it is a model of 
fidelity and appropriateness. 


VIOLONCELLO AND ORCHESTRA 


No. 1 in A minor. Gregor Piatigorsky 
and I the Chicago Symphony- Orches- 
tra conducted by Frederick Stock, 
C-Set X182— $2.50. [*fff$$]. 
Unfortunately the markings above 
can only partially suggest the inade- 
quacy of this recording, especially 
in relation to the immaculate, in- 
cisive playing of Piatigorsky. How- 
ever, the sound of his instrument is 
rarely characteristic, and the bal- 
ance of soloist and ensemble is un- 
even indeed. But with all its short- 
comings it is a reasonable value. 

Carnavol des animaux^ le. The Philadel- 
phia Orchestra conducted by Sto- 


kowski, with Jeanne Behrend and 
Sylvan Levin, pianists, V-Set 785 — 
$3.50. [***fff$$]. 

There is infinite virtuosity in Sto- 
kowski’s performance, almost all of 
it relevant to this score. The humor 
is well within his range of sympathy, 
and it profits substantially from the 
splendor of the performance. The 
pianists are consistently capable, and 
the recording is, in a potent word, 
magnificent. 

The Swan. Casals, F-1143 — ^$.75. 

[**ff$$]. Piatigorsky, Z)-2cx>43— 
$.50. [^ff$$]. Feuermann, 15-25085 — 
$.75. [*ff$$$]. Ehnan, ^-1592— $.75. 
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Lorenzi, organ, t7-4i8 — 
$•75* Green Brothers, mbra 

harp, V-^6107 — ^$.75. [*f$$$]. 
These are all arrangements, of 
course, with a modicum of justice 
only in the cello versions. Of these 
the best combination of playing and 
reproduction is the Casals, for both 


the Piatigorsky and the Feuermann 
suffer sadly from poor recording. 
Elman manages a heroic body of 
tone, but the administration of it is 
appalling. The other versions may 
be recommended only to proprietors 
of funeral parlors, and then only 
with reservations. 


OPERA 

iTIENNE MARCEL 


Ballet Music. G, Cloez conducting an 
unidentified orchestra, £>-20077 — 
$.50. [*f$$]. 

Dances. Walter Damrosch and the Na- 
tional Symphony Orchestra, T-7292-3 
-$2. [*f$$]. 

Blary brasses and thin strings are 

SAMSON 

Printemps qui commence. Sigrid Onegin, 
naith orchestra conducted hy Leo 
Blech, T-7320— $1. [*fff$$]. Bruna 
Castagna, C-71058 — ^$1. [**ff$$]. 

It would be absurd to pretend that 
the Onegin performance is in the 
class of the Castagna as a record- 
ing; just as absurd, indeed, as to 
say that the Castagna is in the class 
of the Onegin as a performance. 
Despite the compressed range and 
lesser fidelity, I much prefer the 
savorous, atmospheric singing of 
Onegin. 

Amour! viens aider ma faiblesse. Gladys 
Swarthout, naith orchestra directed 
hy Alexander Smallens, ^-14143 — ^$1. 
[**ff$$]. Marian Anderson, V- 
18008 — ^$1. [**fff$$]. 

The objection to Anderson’s per- 
formance lies in her use of an Eng- 
lish text. But even without this factor 
her singing would be hard pressed 
by Swarthout, who is in excellent 
voice here and sings with fine ease. 

Mon coeur s'ouvre a ta voix. Germaine 
Cernay and Georges Thill, C-9109 — 
$1. [**ff$$]. Onegin, T-7320— $1. 
[*fff$$]. Anderson, V-1%00% — ^$1. 
[**ff$$]. Castagna, C-71058 — ^$1. 


Both the playing and recording of 
this music are inferior. 


the aural characteristics of this re- 
cording. The injustice to Damrosch 
is not severe, but Saint-Saens suffers 
grievously. 

ET DALILA 

[**f$$]. Swarthout. T-14143 — 
[♦*f$$]. Matzenauer. ^-36287 — ^$.75. 
[*ff$$]. Kerstin Thorhorg, £>-23029 
— $‘75' [*ff$$$]. Louise Homer, V- 
1422— $.75. [*f$$]. 

Among all of these, only the first 
reproduces the scene as it is heard 
in the opera, with the integral tenor 
part. Both artists perform well, 
though the recording is dull in sound 
and lacking sufficient orchestral back- 
ground. Of the straightforward solo 
versions my preference is for the 
Onegin, for its authenticity, power, 
and understanding, though the re- 
cording is inferior to those of the 
Anderson, Castagna, and Swarthout 
performances. The first of these is 
impaired by the use of an English 
text, the second by poor intonation, 
and the third by incessant emphasis 
on chest tones. Matzenauer’s mastery 
of the grand manner is infinitely 
evident in her singing of this aria, 
though the feeble orchestra is more 
overshadowed than it need be. At 
the price it is a reasonable invest- 
ment. Thorborg sings throatily in 
German (the orchestral sections are 
abbreviated), and Homer performs 


HENRY Vni 
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with fine vocal strength (considering 
the age of the mid-’twenties record- 
ing) in a language that might be 
Esperanto, though such a translation 
is not authenticated. 

Vois ma misere, h4las! Georges ThtlL C- 
9121 — ^$1. .[**££$$]. 

Thill combines a sufficiency of vocal 
strength with a sound mastery of the 
style and fine fluency in the language. 
The recording is tolerable. 

Bacchanale. Arthur Fiedler and the 
Boston **Pops^* Orchestra. F-12318 — 
$1. [^**££$$]. Stokowski and the 
Philadelphia Orchestra. F-6823 — ^$1. 


,[**£££$$]. Pierne conducting the Or~ 
chestra of the Concerts Colonne. D- 
25334 — [^f£$$]. Lorenzo Mola- 
joli an(£‘the Milan Symphony Orches- 
tra. C-68572— $1. [*££$$$]. 

The Fiedler disk includes more of 
the score than the Stokowski and is 
distinctly more persuasive as a re- 
cording. However, it has neither the 
insistent rhythm of Stokowski nor his 
sharp sense of orchestral coloration. 
The additional versions are both 
meager in musical value and limited 
in fidelity. 


ORATORIO 

Oratorio de Noei. St. Nicolas Church This chorus (^^Quare fremuerunt 

Choir conducted hy Ahbe Marcel gentes”) is indifferently sung and 

Lepage. D-20605 — $.50. [*f$$]. poorly recorded. 


ORCHESTRAL WORKS 


Marche heroTque. Ruhlmann and the 
Orchestre Symphonique de Paris. C- 
69408 — $1. [**f$$]. Cloez and the 
Opira-Comique Orchestra. D-25027 
-$.75- L*mi. 

Both of these move too fast to fulfill 
my conception of an heroic march, 
but the Ruhlmann is much the better 
recording. 

Suite Algerienne. G. Cloez conducting 


an unidentified orchestra. D-201 76- 
20079-80-1 — $2. [*ff$$]. Marche and 
Reverie only. Coppola and the Con- 
tinental Symphony Orchestra. V- 
9296 — $1. [**f$$]. 

Neither of these is a satisfying re- 
cording, but the sounds produced by 
Coppola are, relatively, those of a 
symphony orchestra. 


SYMPHONIC POEMS 


No. Rouet d'Omphale. Mengelherg 
and the Ne«m York Philharmonic- 
Symphony Orchestra. F-7006 — ^$1. 
[*fff$$]. Gaubert and the Paris Con- 
servatory Orchestra. (7-67480 — $1. 
[*ff$$]. G. Cloez and an unidentified 
orchestra.D-2S^i^-2o — $1.50. [*f$$$]. 
Despite its age the Mengelberg ver- 
sion has a margin of superiority in 
style and animation that neither of 
the others can approach. Both are 
also mediocre recordings and over- 
priced. 

No. 2 , Phaeton. Coppola and the Paris 
Conservatory Orchestra. ^'-11431— 
$1. [**ff$$]. G. Cloez conducting the 
Philharmonic Orchestra of Paris, D- 
20006-7 — 


The musical values in this score are 
projected with energy by Coppola, 
who is favored with better recording 
than the norm in French studios. 
Cloez, however, is presented at the 
usual disadvantage he suffers in the 
Decca catalogue. 

No. 3, Danse Macabre. Stokovuski and 
the Philadelphia Orchestra. V -1^162 
--$1. [**fff$$]. Stock and the Chi- 
cago Symphony Orchestra. C-11251 
— $1.. [**ff$$]. G. Cloez and the Or- 
chestra of the OpSra-Comique. D- 
25525 — ^$.75. [*f$$]. Karol Szreter, 
piano, and orchestra conducted by 
Frieder FTeissmann. D-2%2%2 — ^$.75. 
[*f$$]. Rosing, tenor, voith Ivor 
Newton, piano. Z)-25468— $.75. 
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[*£$$$]. Norman Cordon, hass, V- 
2165— $.75. 

The Stock version is several years 
newer than the Stokowski, but it has 
less sharpness of detail, a more lim- 
ited dynamic range, and far fewer 
interpretative highlights. Cloez is 
outdistanced by both. The curious 


arrangement played by Szreter adds 
little to the fund of music in the 
score and is noisily reproduced. 
Rosing lumbers through the vocal 
abbreviation with lamentable vocal 
quality and indifferent artistry. The 
new Cordon version is decidedly 
better sung and also well-reproduced. 


SYMPHONIES 


No. 3 in C minor. Piero Coppola and an 
unidentified orchestra, VSet 100— 
$4.50. [**ff$$]. 

This recording retains a surprising 
amount of richness and sonority, 
though it is by no means new. It is 
not so glowing in orchestral colora- 
tion as the best of today’s recordings, 
but it is thoroughly satisfying never- 


theless. The aural virtues of the per- 
formance may be explained by the 
fact that Coppola uses the organ of 
the Salle Pleyel (and, presumably, 
the hall itself), for the edifice is 
famous for its superb acoustic quali- 
ties. The conducting is well-paced 
and soundly controlled. 


ORGAN WORK 

Prelude in E flat. Marcel Dupre, r-1430 the recording likewise. However, the 
— $' 75 * [^*ff$$]. total is slight indeed. 

The playing is suitable to the music, 

PIANO DUETS 


Caprice Arabe. Jose and Amparo Iturhi, 
T-15366— $1. [**ff$$]. 

There is plenty of facility in the 
playing of the Iturbis, and a kind of 
musicianship nicely tempered to the 
material. The recording is good. 

Scherzo, opus 87 , Arthur Loesser and 
Beryl Rubinstein, pianos, (7-70740— 
$1. [**ff$$]. 

If all the accredited teams of duo- 
pianists bought copies of this record, 
the Messrs. Loesser and Rubinstein 
would be assured of a handsome sale 
for their disk. The playing is spirited 
and meticulous, the interpretation 
thoroughly acceptable, though the 
amount of surface noise isn’t. 


Variations on a Theme by Beethoven. 

Genia Nemenoff and Pierre Lubo^ 
.schutz. V-Set 638— $2.50. [**ff$$]. 
Georg Bertram and Karol Szreter, 
*D“25373-4— [*!$$]• 

The Nemenoff-Luboschutz perform- 
ance benefits from contemporary re- 
cording, and the playing is tech- 
nically adept. However, the musical 
niceties of the score could be more 
sharply enunciated. Bertram and 
Szreter are capable pianists and 
musicians, but bad surfaces and 
clangy recording diminish the effect 
of their skill. 


WORK FOR PIANO, TRUMPET, AND STRINGS 

Septet/ opus 65 , Unidentified ensemble, ance is persistently faulty. Otherwise 
jD-25463-4 — $1.50. [*f$$]. the recording has more clarity and 

Animation is almost totally absent fidelity than might be expected, 
from this performance, and the bal- 
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SONATA FOR PIANO AND VIOLIN 


In D minor, opus 75 . Andre Pascal and 
Isidore Philipp, C-Set 471 — ^$3.50. 
[**££$$]. 

Andre Pascal is a thoroughly com- 
petent violinist and Philipp is — ^well, 
Philipp: a pianist o£ remarkable 
tonal depth and quite impressive 

SONATA FOR PIANO 

No. 2 in F. Paul Bazelalre, cello, and 
Isidore Philipp, piano. C-Set X119 — 
$2.50. [*££$$]. 

SoBRiEiT and competence are the 


artistic purpose. It is purely local 
influence that decreed that those 
qualities should be turned to this 
kind of music, but the advantage is 
certainly Saint-Saens’. The record- 
ing is excellent. 

AND VIOLONCELLO 

essentials of this performance. How- 
ever, the playing is in no way ex- 
ceptional, and the recording is not 
much better. 


SONGS 


Bonheur est chose legere, le. Ninon VaU 
lin, evAth M, D* Aleman, piano, and 
R. Barthalay, violin, D-25847 — $.75- 
Pff$$]. 

The little substance this music con- 
tains is much enhanced by Vallin’s 
discriminating performance. Her ex- 
cellent voice is reasonably well- 
reproduced. 

Nightingale and the Rose, the. Lily Pons, 
vuith orchestra directed by G, Cloez, 
D-23017— $,75. [*ff$$]. 


By strict standards of scholarship 
this item should be classified as 
incidental music, under the heading 
of Parysatis, for it originated in con- 
nection with Dieulafoy^s drama. 
However, it is known, if at all, as a 
song, Pons^ voice is in good, pre- 
Metropolitan shape here, and she 
manages the vocalise with thorough 
competence. The recording is reason- 
ably good. 


WORKS FOR VIOLIN AND ORCHESTRA 


Havanaise. Jascha Heifetz and the Lon- 
don Symphony Orchestra led by 
John Barbirolli, l^-i5347 — 

[^*fff$$]. 

This is swooping, high-tension play- 
ing, vigorous in style and masterful 
in execution. The recording is good. 

Introduction and Rondo Capriccioso. Hei- 
fetz and the London Philharmonic 
Orchestra conducted by Barbirolli, 
F-14115 — ^$1. [**fff$$]. Campoli and 
the London Philharmonic Orchestra 
conducted by Goehr, C-69640 — ^$1. 


[**ff$$]. Henri Temianka, vjith 
piano, D-25831 — $.75. [*ff$$]. 
Campoli is a respectable violinist, 
and his performance here is entitled 
to admiration; but it cannot stand 
against the tempest of sound re- 
leased by Heifetz, the astonishing 
lyricism of his tone, and its immacu- 
late control. Barbirolli collaborates 
excellently, and the recording is 
good. Temianka plays with virtuoso 
facility, but he is embarrassed by 
many disadvantages. 


SALZEDO, CARLOS 


Short Stories. Carlos Salzedo, harp, V- 
14871—$!. P*ff$$]. 

Salzedo’s indubitable ability to draw 
curious and interesting sounds from 


the harp is the nub of these pieces, 
which are remarkably played and 
excellently recorded. 
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SAMMARTINI, GIUSEPPE 

SONATA IN A MINOR 


Canto Amoroso. Armida Senaira, violin, 
^ith orchestra, Z)-ao644 — ^$.50. 
[*f$$]. The Aeolians. ^-43 91 — $*75» 

The small amount of merit in this 


excerpt is not exceeded by these per- 
formances. The Decca recording is 
poor, the playing of the violin, flute, 
cello, and harp ensemble mediocre. 


SARASATE, PABLO 


Though many of the pieces listed 
below are grouped by the composer 
under such headings as ”Danses Es- 
pagnolesp* they are arranged alpha-' 
betically by titles according to the 
pre^oailing practice in the concert halls. 
Adios, montanas mias. Ossy Renardy. 
C-69622— $1. [**ff$$]. 
ViOLlNiSTiCALLY, Renardy is qualified 
to play this work with fine precision 
and efficiency. However, it is tem- 
peramentally pale, without the savor 
in the music. 

Caprice Basque. Menuhin, ^'-15369 — $1. 
[**ff$$]. 

Strength and volatility are equally 
evident in Menuhin’s performance, 
but it is also overtense and tonally 
strident. The recording is good. 
Habanera. Menuhin, V-isZzs — 

[**fff$$]. Henri Temianka. D~ 
25704 — ^$.75. [*ff$$]. La Argentina, 
castanets, D-20S26 — ^$.50. [*ff$$]. 
Menuhin’s tone here is very suave, 
neatly applied to the needs of the 
music. Temianka also plays with 
idiomatic spirit, but his instrument 
is poorly reproduced. The unique 
virtuosity of Argentina is sharply 
present in this disk, and the record- 
ing is sufficient for the tonal range 
of the castanets. 

Introduction and Tarantelle. Tossy SpL 
wakowshy. D-zszyz — $.75. [*ff$$]. 
It would be a pleasure to have a 
performance of this sparkle and ex- 
citement in a clean, sonorous record- 
ing, but such is not the listener’s 
privilege. The surface is scratchy, 


the sound of the instrument distorted. 

Jota Navarra. Ossy Renardy, C-69621 — 
$1. [^*ff$$]. 

There is even more musical recti- 
tude in this performance than the 
work requires, but the sharpness of 
outline, the precision of rhythm is a 
refreshing experience. The record- 
ing is excellent. 

Molaguena. Menuhin, F-15823 — $1. 
[**ff$$]. Temianka, D-zsy'/i — ^$.75. 

This is about the best of Menuhin’s 
performances of Sarasate — ^very 
warm in tone and forcefully ac- 
cented. Temianka is victimized by 
inferior recording. 

Romanza Andaluza. Menuhin, ^-8695 — 
$1. [*^ff$$]. Bronislaw Huhermann, 
Z)-25748— $.75. [*fff$$]. Renardy. 

C- 696 zx—$j- [**ff$$]. 

Were other things equal, Huber- 
mann’s tense, personalized perform- 
ance would be a cherishable pref- 
erence to either of the competitive 
versions. However, that is far from 
the fact — and Menuhin’s balanced, 
well-phrased playing must be ad- 
mired above the less forceful effort 
of Renardy and the superbly en- 
ergetic, but miserably recorded, play- 
ing of Hubermann. 

Zapateado. Heifetz. F-6695 — ^$1. 
[*fff$$]. Menuhin, F-26572 — ^$.50. 
[*ff$$]. Renardy. C~6^6zz — $1. 
[**ff$$]. Spiwakowsky. D-ZSS7 $ — 

$.75. 

The Renardy version has perhaps 
the most equitable balance of merits 
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among this group, but I prefer the 
greater incisiveness and ease of 
Heifetz despite the outdated re- 
cording (especially of the piano). 
Menuhin performs with assurance 
but also with thin tone, and Spiwa- 
kowsky’s violin is hardly recogniz- 
able as such. 

Zigeunerweisen. Heifetz, ^with the Lon-- 
don Symphony Orchestra con- 
ducted hy Barbirolli, F-15246 — ^$1. 
,[**fff$$]. Andreas W eissgerher, D- 
25236— $.75. [*ff$$]. 

SARTORIO, 


Cancion del poje. Conchita Supervia, 
D-20548 — $.50. [*fff$$]. 

There is a peculiar blend of ele- 
ments in this song, though there is 
no indication concerning its back- 

SATIE, 


The collaboration of Heifetz and 
Barbirolli is responsible for one of 
the superlative performances of the 
recorded violin literature. The solo 
instrument glows and crackles under 
the incomparable fingers of Heifetz, 
and the orchestral background is 
splendidly full and forceful. In a 
conventional way the Weissgerber 
version is also surprisingly apt and 
well-controlled but the recording is 
thin. 

ANTONIO 


ground on the label. It is a charming 
outlet for the artistry of Supervia, 
who sings with lovely vocal quality. 
The recording is good. 

ERIK 


Gnossienne, No. 1. George Copeland, V- 
1629 — $.75. [**ff$$]. 

Both the playing and the recording 
of this piece are competent. I should 
prefer a warmer quality of piano 
tone. 

Gymnopedie No. 1. Koussevitzky and 
the Boston Symphony Orchestra, V- 
7252 — $1. [**fff$$]. Stokowski and 
the Philadelphia Orchestra. V-i^6s 

—$.75. [*^ff$$]. 

Both conductors use the Debussy 
orchestration of the third piano 
piece in Satie’s set of Gymnopedies, 
to which the arranger gave the 
number “i.” Koussevitzky evokes an 
exquisite mood, decidedly more calm 


and pictorial than the more nervous 
performance of Stokowski. Both re- 
cordings are good. However, it 
should be noticed that the two Sto- 
kowski performances (see below) 
are included on a single disk. 

Gymnopedie No. 2. Stokowski and the 
Philadelphia Orchestra, — 

$.75. [**ff$$]. 

This is also slightly overagitated, 
but nevertheless it is a skillful job 
of orchestral playing. 

Trois melodies. Jane Bathori, soprano, 
C- 9 I 32 ”$i. [*ff$$]. 

Bathori has the musicianship for 
this work, but her voice is not well- 
recorded. 


SCARLATTI, ALESSANDRO 


SONATAS 


A quattro. Stuy^vesant String Quartet, 
C-i 72I4-$.75. [**ff$$]. 

The strength of the quartet’s per- 
formance is admirably suited to the 
material, articulated with excellent 


spirit and precision. The recording 
is first-rate. 

For Strings and Flute. RenS Le Roy, .flute, 
with harp, viola, violin, and cello, 
r-42SO-i— $1.50. [**f$$]. 
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Though this work is credited to 
Domenico Scarlatti in the Victor 
catalogue, it is actually the composi- 

VOCAL 

Chi Vuole Inamorarsi. Ezio Pinza, twith 
Fritz Kitzinger, piano, ^“17914 — ^$1. 

The piano accompaniment here is 
hardly what the composer contem- 
plated, but Pinza delivers the vocal 
line with vocal richness and artistic 
sobriety. The recording is excellent. 

Se fiorindo e fedele. Marian Anderson, 
<ujith piano, F-17257 — $1. [**ff$$]. 
This is a rare example of an un- 
interesting performance by Ander- 
son, perhaps because the material is 
undistinguished. 

SCARLATTI, 


tion of his father. The playing is not 
so subjective as it might be, but it 
is thoroughly musical. 

WORKS 

Son tutta duolo. Tito Schipa, miith or^ 
chestra directed hy Dino Olivieri, 
^.2o6z— $.75. 

Despite the poorish orchestra and 
inadequate recording, Schipa sings 
beautifully, with excellent definition 
of the text. 

Violette, le. Schipa, F-2062 — ^$.75. 
[*fff$$]. 

The orchestra is better on this side, 
and Schipa maintains the fine stand- 
ard of the previous song. 


DOMENICO 


BALLET 


Good-Humoured Ladies, the. Eugene 
Goossens and the London Philhar^ 
monic Orchestra, V-Set 512 — ^$2.50. 
[**ff$$]. Walter Goehr and a sym- 
phony orchestra, F-36215 — ^$.75. 

[**f$$]. 

Perhaps this delightful melange of 
sonatas should be credited to Tom- 
masini, but in this case most of the 
value in the music derives from the 
original composer. However, Tom- 
masini has done his work artfully, 

KEYBOARD 

According to the amount of co-opera- 
tion extended by the recording com- 
panies, the sonatas belovu are listed hy 
their numbers in the authoritative 
Longo catalogue. Those recognizable 
only by key are listed separately. 

No. 8 in G minor. Guiomar Novaes, 
piano. C- 1 722 9 — $.75. [**ff$$]. 
Novaes^ piano-playing is deft and 
insinuating, with fine coloration 
aptly reproduced. 

No. 22 in E minor. Robert Casadesus, 
piano, C-69634— $1. [**ff$$]. 

This is one in a series of Casadesus 


and Goossens enlivens its measures 
with a performance that is much 
above the level of conventional bal- 
let conducting. His care and sensi- 
tivity are reflected in the excellent 
recording. The sonatas included in 
the score are the following: Longo 
Nos. 388, 361, 33, 463, 499, and 386. 
GoehPs contribution is only a 
snatch of the score, included in a 
ballet potpourri, 

SONATAS 

recordings included in C-Set 372. 
Categorically, Casadesus is at his 
best in the lighter, fast pieces of the 
group he performs. The slower, 
more subjective ones are slighted a 
little, as though Casadesus did not 
quite trust their meaning. The re- 
cording throughout is first-rate. This 
particular one is cleanly and ro- 
bustly played, though it has little 
in the way of “charm.” 

No. 33 in B minor. Telia Pessl, harpsi- 
chord, C'-i7093 — $.75. [**f$$]. 

This is a typical instance of PessPs 
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approach to Scarlatti, as reflected 
in her album of sonatas for Colum- 
bia. (C-Set 298 — $5.). That ap- 
proach is primarily literal and 
matter of fact, without much illumi- 
nating color or fantasy. The stur- 
dier, more muscular pieces are thus 
more suitable to her style than the 
faster-moving ones. The instrument 
is fairly well-produced throughout 
the album, though with a good 
deal of mechanism-noise reproduced 
along with the music. 

No. 58 in D minor. Pessl, harpsichord, 
C-17094— $.75. [*'^ff$$]. 

Pessl manages this work with em- 
phatic rhythm and strong, well- 
controlled fingers. 

No. 104 in C. Myra Hess, piano, C- 
4083 — ^$.75. [**fff$$]. Hermann 

Zilcher, D -25 8 14 — $.75. [*ff$$]. 

Jose Iturhi. F-4256“$-75- 
Since this work is established in my 
mind as the ^‘Hess sonata,” owing 
to the magnificence as well as the 
frequency of her performances of 
it, there can be little wonder that I 
should prefer her playing to the 
facile Zilcher or the superficial 
Iturbi. 

No. 107 in D. Pessl, harpsichord, C- 
17091 — $.75. [*ff$$]. 

The incidental sounds of the harpsi- 
chord keyboard are unfortunately 
particularly present in this repro- 
duction, which is otherwise quite 
satisfactory. 

No. 108 in D minor. Pessl, harpsichord, 
67-17092 — ^$.75. [**ff$$]. 

The strong patterns of this work are 
responsive to the kind of muscular 
performance applied by Pessl. The 
recording is good. 

No. 129 in G. Pessl, harpsichord, C- 

17093— $.75. [*'^f$$]. 

A DULL sonata, and not well-played. 

No. 205 in C. Pessl, harpsichord, C- 
17096— $.75. [*^ff$$]. 

There is an amusing dance charac- 
ter to this piece, which Pessl brings 
to amiable life. It is well-recorded. 


No. 218 in C. Pessl, harpsichord, C- 
17092— $.75. [**fff$$]. 

Even those with a more than aver- 
age familiarity with Scarlatti would 
not associate this adventurous, ex- 
pressive piece with that composer. 
It is capably performed. 

No. 238 in A. Pessl, harpsichord, C- 
17094— $.75. [**ff$$]. 

Here Scarlatti even anticipates 
Chopin, with remarkable effect. 
However, Pessl is less a Chopinzee 
than a Scarlattina, unfortunately. 

No. 243 in A. Pessl, harpsichord, C- 
i 7095-$.75. [**f$$]. 

Minor Scarlatti, and not enhanced 
by the performance. 

No. 263 in B minor. Casadesus, piano, 
C-69636— $1. [**f$$]. 

More could be made of this pro- 
vocative piece than Casadesus finds 
in it. The recording is good. 

No. 327 in B flat. Pessl, harpsichord, 67- 

i7094--$.75. P*ff$$]. 

The good results here are an ex- 
ception to Pessl’s rule, for she re- 
sponds to the lightness and gaiety 
of this sonata with proper animation. 

No. 338 in G minor. Hermann Zilcher, 
piano, D-25814 — ^$.75. [*f$$]. 

Not much can be said for the re- 
cording of Zilcher’s performance, 
which is musicianly and well- 
shaded. 

No. 345 in A. Pessl, harpsichord, V~ 
1942— $.75. [**ff$$]. 

No. 352 in C minor. Hess, piano, 67- 
4o 83-$.75. [**ff$$]. ^ 

Hess’s brilliant facility, her admi- 
rable warmth and sensitivity are 
dominant factors in the quality of 
this, performance. The recording is 
not too powerful, but it has good 
fidelity. 

No. 375 in E. Brailonusky, piano, V* 
15407 — $1. [**ff$$]. Horowitz, V- 
*353— $-75- 

This is the Capriccio of the arrange- 
ment by Tausig of two sonatas 
which he called “Pastorale and Ca- 
priccio.” The Brailowsky recording 
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(which includes both) is a decade 
newer than the Horowitz (which 
offers only the Capriccio) and to be 
preferred on that basis. 

No. 384 in F. Pessl, harpsichord. C- 
17091— $.75. 

A LIVELY, spirited performance, 
well-recorded. 

No, 387 in G. Myra Hess, piano. V- 
4538 — [**ff$$], Casadesus. C- 

69635—$!. [**ff$$]. 

I PREFER both the recorded sound of 
the Hess piano and the animation 
of her style in this music. The inte- 
gration of the two elements is quite 
remarkable. There is respectable 
merit in the Casadesus performance, 
but it is not on the Hess level. 

No. 395 in A. Casadesus, piano. C- 
69636-— $1. [**fff$$]. 

Both of these, and particularly the 
second, are highly creditable to 
Casadesus, who plays them with ex- 
quisite refinement of tone and loving 
care. The recording is first-rate. 

No. 407 in C minor. Pessl, harpsichord. 
T-1942 — ^$.75. [**ff$$]. The same. 
C-17096— $.75. [*ff$$]. 

The more recent Victor recording is 
preferable, both as performance and 
reproduction, to the earlier one in 
Pessl’ s Columbia album. It has the 
advantage, also, of being bracketed 
with the A major, Longo 345, which 
is not included in that collection. 

No. 411 in D. Casadesus, piano. C- 
69636—$!. [**ff$$]. 

Casadesus projects the movement 
and humor of this piece with fine 
incisiveness. The recording is good. 
No. 413 in D minor. Brailo<wsky, piano. 
F-15407 — ^$1. [**ff$$]. Casadesus. 

C-69635 — ^$1. [**fff$$]. Anna Linde, 
harpsichord. D-zso %6 — ^$.75. [*ff$$]. 
Alfred Hbhn. Z)-35ii3 — $.75. 
[*ff$$]. ^ 

The Brailowsky version is cited first 
here because it includes both the 
Pastorale (this work) and the Ca- 
priccio grouped together by Tausig 
and frequently heard in his edition. 
However, Casadesus plays the work 


with more resourcefulness, and 
his instrument is well-reproduced. 
Linde’s harpsichord version is 
worthy of respect, though the re- 
cording is mediocre. A similar cita- 
tion covers the qualities of the Hohn 
disk. 

No. 416 in D minor. Leon Kartun, piano. 
29 - 20073 — $.50. [*ff$$]. 

Kartun’s good musical feeling has 
an afiinity with this work, but the 
recording is no more than tolerable. 
No. 434 in B flat. Pessl, harpsichord. 

^-17095— $.75. [**ff$$]. 

There is more interest here in the 
unusual line of the piece than there 
is in Pessl’s restatement of it. The 
recording is good. 

No. 449 in B minor. Casadesus, piano. 
C-69635— $1. P*fff$$]. Iturhi. V‘ 
4256 -$. 75 . 

One of the most reflective of the 
Scarlatti sonatas, it is warmly 
played by Casadesus. Iturbi also 
performs skillfully, though I prefer 
the sound of Casadesus’ piano. 

No. 463 in D. Casadesus, piano. C- 
69636—$!. [**fff$$]. 

An orchestral transcription of 
this may be found in the Tommasini 
Good-Humoured Ladies. Casadesus 
plays with ingratiating spirit and 
fine tonal variety. 

No. 465 in D minor. Casadesus, piano. 
C-69634— $1. [**ff$$]. 

A MINOR piece of Scarlatti’s “trum- 
pet” type. It is well-played. 

No. 486 in G. Casadesus, piano. C- 
69634—$!. [**ff$$]. 

The exceptional counterpoint of this 
sonata permits the musicianship of 
Casadesus one of its most imposing 
demonstrations in this album. A bril- 
liant accomplishment. 

No. 487 in G. Guiomar Novae's, piano. 
(7-17229 — $.75. [**fff$$]. Casadesus. 
67-69635—$!. [**ff$$]. 

Both versions have their merits, 
but there is a little more pianistic 
finesse, and just as much musician- 
ship, in the Novaes. 
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No. 490 in G. Pessly harpsichord, C- 
17095— $.75. 

No. 499 in G minor. Flora Stady harpsi- 
chord, — $. 75 . [**ff$$]. 

For those who are pictorially 
minded this may have more appeal 
when identified as the “Cat’s Fugue.” 
Stad’s performance is spirited, clean, 


and well-recorded. An orchestral 
transcription is included in the 
Goossens recording of the Good- 
Humoured Ladies suite. 

Cot's Fugue. 

See Sonata No. 499 . 

Pastorale and Capriccio. 

See Nos. 413 and 375. 


SCHEIN, J. H. 


BANCHETTO MUSICALS 


Suite No. 1. Society of Ancient Instru- 
ments, ^“24792 — ^$.50. [**ff$$]. 

At the?, price this bit of esoterica 
is a bargain indeed. The playing 
is sensible, the recording good. 

Die mit Trdnen saen. Motet Singers led 


hy Paul Boepple, M-xo%6 — ^$1.50. 
[*f$$$].^ 

The price of this disk is seriously 
disproportionate to its quality. The 
singing is blurry, the recording 
poorly balanced. 


SCHELLING, ERNEST 


Victory Ball. Willem Mengelherg and 
the Ne^w York Philharmonic-Sym- 
phony Orchestra, T-i 127-8 — $1.50. 
[*fff$$]. 


In its youth this was a marvel of 
recording, but that was a dozen 
years ago. However, it remains a 
remarkably vivid job of conducting. 


DE SCHLOZER 


Etude de Concert in A flat, opus 1, No. 

2 . Eileen Joyce, D-25205 — ^$.75. 

[**ff$$]. 

The composer of this boisterous vir- 
tuoso piece is not further described 


in the record, and no conclusive 
identification can be found in the 
reference books. Joyce’s perform- 
ance is powerful, fastidious, and 
exact. The reproduction is good. 


SCHMITT, FLORENT 


Rondo burlesque. Gaston Poulet con- 
ducting a symphony orchestra, D- 
2534-S— $-75- [*f$$]. 

Though this piece is unfamiliar to 
me, it is difficult to discern any 


unity in the performance. In any 
case, the composer’s intentions are 
obscured by the jumble of sound as 
it issues from a very poor recording. 


SCHONBERG, ARNOLD 


Gurre-Lieder. ' Leopold Stokowski con- 
ducting the Philadelphia Orchestra, 
naith Paul Althouse, tenor. Rose 
Bampton, mezzo, Jeannette Free- 


land, soprano, and Benjamin Loache, 
narrator, assisted hy male chorus. 
V-Set 127— $14.50. [**ff$$]. 

This recording has numerous de- 
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ficiencies — a major one is the spirit 
of the conducting, which is said to 
displease the composer — but it re- 
mains an approximation, at least, 
of an amazing score, one that is 
assuredly a landmark in musical 
history. Much of the redolent beauty 
of the material comes through to 
the listener, despite the uneven solo- 
ists, the vagueness of the recording 
(it was made at an actual perform- 
ance), and the deviations from the 
text by Stokowski. 

Pierrot Lunoire. The composer conduct- 
ing an ensemble with Erika Stiedry- 
Wagner as narrator, C-Set 461—- 
$4.50. [^*fff$$]. 

Thanks to the enterprise of Colum- 
bia, the authentic performance of 
1940 in which the composer partici- 
pated as conductor has been per- 
petuated as active evidence of the 
qualities in this score. The narrator 
(wife of the conductor Fritz Stiedry) 
delivers the text with brilliant com- 
prehension, and the recording is 
splendid. 

Verklarte Nacht. Ormandy and the 
Minneapolis Orchestra. V-Set 207 — 
$4.50. c^*ff$$]. 

Considering the undiminished popu- 


larity of this work, it would seem 
that a new recording would be in 
order, especially one in which the 
original scoring for string sextet 
would be employed. Ormandy’s per- 
formance is rather more palpitant 
than is necessary, but it projects a 
vivid summary of the score and one 
that is thoroughly impressive. The 
strings are altogether competent, 
though the recording of them is now 
a little shrill and edgy. 

Six Little Piano Pieces. Sanromd. V- 
15862— $1. [♦*ff$$]. 

SanromA’s tone quality is well suited 
to these pieces, which he plays with 
strong rhythmic feeling and good 
dynamic differentiation. The record- 
ing is excellent. 

Das Buch der Hangenden Garten (Nos. 5 
and 12 ). Erica Storm, soprano, with 
Mosco Garner, piano, C-DBisos — 
$.75. [**ff$$]. 

Storm is a singer not even known 
to me by reputation, but she is 
plainly a musician of parts and a 
singer of talent. She manages the 
difficult patterns with excellent in- 
tonation and superb feeling for the 
texts. Garner accompanies well, and 
the recording is good. 


SCHUBERT, FRANCOIS 


Bee, the. Alexander Schmidt F-20614 
— $.50. [*f$$]. Lajos Szikra. jD-20451 
—$.50. IH $$1 

There is not much here to satisfy 
the purely specious curiosity of 
those who have had this piece thrust 


upon their attention recently. Schmidt 
sounds amazingly like your old Ger- 
man violin teacher, performing with 
practically no tone; but the Szikra 
version is little better and an even 
worse recording. 


SCHUBERT, FRANZ 


CONCERTOS 

See Sonatas: Piano and Arpeggione, Works: fP'anderer fantasy, p. 365. 
p. 354; and Miscellaneous Piano 
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INCIDENTAL MUSIC 

ALFONSO UNO ESTRELLA 


Overture. Sir Hamilton Harty and the 
Halle Orchestra, (7-68322 — $i* 

Though this work was used at the 
first performance of Rosamunde and 
is sometimes known by that title, 
the familiar Rosamunde overture is 
the one below (which, to continue 


the confusion, was originally written 
for Die Zauherharfe), The studio re- 
cording heard here is not bad of its 
kind, but it has the confined sound 
characteristic of such reproductions. 
The performance is very bright and 
spirited. 


ROSAMUNDE 


Overture. Harty and the Halle Or~ 
chestra. C-69309 — $1. P^ff$$]. MaU 
colm Sargent and the New Sym^ 
phony Orchestra, F-9475 — 
[^ff$$]. 

This (and the additional Rosamunde 
recording listed below) is typical 
of the warmhearted, insistently musi- 
cal performances that have en- 
deared the late Harty to a restricted 
but intensely loyal following. The 
playing is marvelously flexible and, 
above all things, intrinsically Schu- 
bertian. Sargent’s job is a thor- 
oughly respectable one, but the re- 
cording is poorish, and the sound 
lacks bite or life. 

Ballet Music No. 1. Harty and the Halli 
Orchestra. C- 693 ii—$i‘ [**ff$$]. 

Walter and the London Symphony 
Orchestra. ^^-12534—$!. 
Kousse<vitzky and the Boston Sym^ 
phony Orchestra. ^-14119 — ^$1. 
[**ff$$]. Robert Heger and an un^ 
identified orchestra. D-20551 — ^$.50. 
[*ff$$]. Fritz Kreisler, violin. ¥• 
26573 — ^$.50. [**fff$$]. 

The honor of heading this list goes 
to the Harty version because it is 
part of a consistent plan and in- 
cluded in Columbia Set 343, which 
covers most of the music of Schubert 
for this work. However, it does not 
have the virtuoso finish of the Wal- 
ter performance and is somewhat 
inferior as a recording. I am not 
fond of Koussevitzky’s Schubert, 
which is effortful and un affecting, 
whereas Heger is so obscured by 


bad recording that his feeling for 
the music cannot be appraised. 
Kreisler’s arrangement is peculiarly 
identified as “Ballet Music No. 2,” 
but it is nevertheless a glowing 
effort, well recorded. 

Ballet Music No. 2. Harty and the HalU 
Orchestra. (7-69311 — ^$1. [*^ff$$]. 

Walter and the London Symphony 
Orchestra, r-12534 — $1. [**fff$$]. 
Heger and an unidentified orchestra. 
D-205S2~$.5o. ['''ff$$]. 

The distinctions noted above are 
applicable here, with the additional 
fact that Walter’s qualities are espe- 
cially forceful on this disk. 

Entr'actes Nos. I, 1 , and 3. Harty and 
the HalU Orchestra. (7-69310-12 — 
$2. [♦^ff$$]. 

The Harty sentiment flows consist- 
ently through these, to the constant 
gain of Schubert. The recording is 
acceptable. 

Entr'acte No. 2 in B flat. Hertz and the 
San Francisco Orchestra. V-667Z — 
$1. [*f$$]. Harty and the HalU Or^ 
chestra. (7-69579 — ^$1. [**ff$$]. 

Heger and an unidentified orchestra, 
jD-20551— -$.50. [*f$$]. 

The Harty performance is similar 
to the one noted above but pressed 
on the last side of Beecham’s per- 
formance of the Schubert symphony 
No. 5. The one by Hertz is heavy 
and; sentimentalized, as well as be- 
ing a feeble, outmoded recording. 
Heger knows his Schubert, but he 
has little help from the engineers 
in making that knowledge effective. 
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Shepherd's Melody. Harty and the Halle 
Orchestra, (7-69312 — ^$1. 

The same, C-69S79 — 

Most persons will prefer the first 
of these, which is part of the thor- 


ough survey of the Rosamunde 
music by Harty. The* other is a 
coupling with the final side of 
Beecham’s playing of the Schubert 
fifth symphony. 


OCTET 


In F, opus 166. The Lener Quartet, 
njoith Charles Draper, clarinet, 
Claude H oh day, bass, E. W, Hinch-^ 
cliff, bassoon, and Aubrey Brain, 
horn, C-Set 97 — $6.50. [**fff$$]. Ex- 
cerpt. r-24795— iso. ['^f$$$]. 
Despite the age of this recording it 
remains a performance of unassail- 
able objectives that are, for the most 
part, soundly realized. The playing 
of the solo wind instruments is espe- 


cially good, tonally suave, and musi- 
cally sophisticated. In a setting of 
this kind the soloistic inclinations 
of Lener are not nearly so obtrusive 
as they are ordinarily. The record- 
ing cannot be described as good, but 
it is clean and well balanced. The 
excerpt by the Victor orchestra is 
ludicrously brief and almost as in- 
efficient. 


ORCHESTRAL WORKS 


Deutsche Tonze, John Barbirolli and 
the New York Philharmonic-Sym- 
phony Orchestra, F-2162-3 — ^$1.50. 
.[♦*ff$$]. Victor Symphony Orchestra 
conducted by Bruno Reibold, F-22374 
— $.50. [**f$$]. Nat Shilkret con- 
ducting the Victor Salon Orchestra, 
F-9308— $1. [*f$$$]. 

The items that are included in each 


of these performances are not clearly 
established, but it is plain that the 
Barbirolli version is the most ex- 
haustive of the three. It is also in- 
finitely superior as performance and 
reproduction. Reibold struggles with 
a group of limited size; Shilkrefs 
primary disadvantage is a disposi- 
tion to a beer-garden manner. 


OVERTURES 

See under Incidental Music, p. 350. 

SYMPHONIES 


No. 2 in B flat. Howard Barlow and 
the CBS Orchestra, C-Set 420 — $3.50. 
[*^ff$$]. 

There is infinite spirit in the play- 
ing of this work under Barlow, and 
enough physical energy to satisfy 
the most exacting. These qualities 
are not sufficiently balanced by pre- 
conceived planning and objective 
finesse to contain the purely mus- 
cular force of the performance. The 
recording is clear and bright but 
somewhat echoey, due to the use of 
Liederkranz Hall, with its excessive 
resonance. 

No. 3 in D major (2n(i and 3rd move- 
ments only). Erich Kleiber and an 


unidentified orchestra. — 

$.75. 

One would not suspect that a con- 
ductor of Kleiber’s capability was 
involved in this performance, so un- 
revealing is the playing, so decep- 
tive the recording. However, the 
music is suggested, for those who 
can tolerate the blurred recording 
and noisy surfaces. 

No. 4 in C minor. John Barbirolli and 
the New York Philharmonic-Sym- 
phony Orchestra, V-Set $Sz — ^$4.50. 
[^*fff$$]. 

To MY taste this performance of the 
symphony sometimes called “Tragic” 
is the most representative of the 
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many credited to Barbirolli on rec- 
ords. It is' free of the straining for 
effect that is apparent in various 
others, played with forthright musi- 
cianship and enlivening sympathy. 
The recording is inferior to Victor’s 
average (one doubts that it was 
made in Carnegie Hall), but it has 
sturdy quality nevertheless. 

No. 5 in B flat Sir Thomas Beecham 
and the London Philharmonic Or-^ 
chestra. C-Set 366— $ 4 . 50 . [^;^^fff$$]. 
Leo Blech and the Berlin State 
Opera Orchestra, V~Set 170 — $3.50. 
[**ff$$]. 

By some happy chance the superla- 
tive musical instincts of Beecham 
saw in this work an outlet for his 
rich, racy creativeness that would 
have been incredible without this 
clear demonstration. The lovely lilt 
and expressiveness of the music find 
an incomparable interpreter in him 
and in the wonderfully full-sound- 
ing recording, which magnifies all 
the elements involved. Despite the 
lower price, the Blech version offers 
no competitive challenge. The play- 
ing is far more matter-of-fact, the 
recording dull and wooden. 

No. 7 in C. 

See No. 9 below. 

No. 8 in B minor ("Unfinished"). Sir 

Thomas Beecham and the London 
Philharmonic Orchestra, C-Set 330 — 
$3.50. [*^fff$$]. Bruno Walter and 
the Vienna Philharmonic Orchestra, 
V-Set G9— $2.50. [**ff$$]. Kousse-‘ 
vitzky and the Boston Symphony Or- 
chestra. V‘Set 319 — ^$3.50. [^*f$$]. 
Sir Henry Wood and the London 
Symphony Orchestra, C-Set zi 6 —^ 
$ 3 - 50 * [^f$$]- Max <von Schillings 
conducting an unidentified orchestra, 
jD- 2 5446-7-8 — $2.25. [*f$$]. 

Between the exuberant sentimen- 


tality of Walter and the dashing 
iconoclasm of Koussevitzky, Beecham 
provides a refuge of sound musician- 
ship, disciplined feeling, and focused 
energy. It should be apparent from 
this choice of phrases that the 
Beecham performance is the one 
with the greatest appeal for me. I 
also endorse it as one in which the 
characteristic contrast of low and 
high instruments in this score is best 
portrayed. At the price the Walter 
is an excellent value, certainly su- 
perior to the stringent emphasis of 
Koussevitzky. Wood’s reading is su- 
premely conventional and poorly re- 
produced; the version of von Schil- 
lings is not supreme in any respect 
and also a bad recording. 

No. 9 in C major. Bruno Walter and 
the London Symphony Orchestra. V- 
Set 602 — ^$6.50. [♦^^ff$$]. Frederick 
Stock and the Chicago Orchestra. 
C-Set 403 -~$ 6 . 25 . [*^ff$$]. 

The fine, affectionate phrasing of 
Walter is the strongest bulwark of 
his performance, and one that is 
evident from start to finish. I cannot 
accept his tempo for the second sub- 
ject in the first movement, or the 
similar passage in the finale (Stock’s 
is equally displeasing on both 
counts), but there is so much justice 
elsewhere in his performance that 
his right to a contrary opinion must 
be respected. Certainly the broad 
plan of the work is soundly appre- 
hended. The recording is resonant 
and well-defined. Stock’s emphasis 
on physical vigor is not securely 
controlled, and there is also a ten- 
dency to treat the music metronomi- 
cally. The recording of the Chicago 
orchestra is newer, but it has 
neither the solidity nor the richness 
of the London Symphony. 


QUARTETS 


In A minor, opus 29. Budapest Quartet, 
V-Set 225—$4.S0. [*ff$$]. 

The personnel of this quartet is not 
quite as we know it today (Kroyt 


had not yet become the viola player), 
and the performance, though good, 
is not quite ‘'Budapest” in quality. 
In addition the recording has been 
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listed domestically for seven years 
and is probably even older than 
that. 

In B flat, opus 168. Busch Quartet. V- 
Set 670— $3.50. 

This is a beautifully animated, won- 
derfully controlled performance, su- 
pervised by Busch with consistently 
superior understanding. The record- 
ing, save for a metallic tinge to the 
quality of the upper strings, is good. 

In C minor ("Satz"). London Quartet, 
C-67408— $1. pff$$]. 

Despite the confusion caused by the 
use of a German descriptive title 
for this work, ^'Satz’^ is merely '^a 
movement”; and consequently this 
is an isolated quartet movement. It 
is played with taste and fine disci- 
pline by the now disbanded London 
Quartet, but the recording is not 
up to present standards. 

In D minor. ("Tod und das Madchen"). 
Busch Quartet. V-Set 468 — ^$4.50. 
[**ff$$]. Roth Quartet. C-Set 269 — 
$5.25. [*'*ff$$]. Slow movement and 
Scherzo only. Roth Quartet. D- 
25414-5 — $1.50. [*ff$$]. 

I AM NOT so completely enthusiastic 
about the Busch performance as I 
should like to be, for I feel a re- 
straint in the slow movement varia- 


tions, a slight objectivity, which is 
out of keeping with the music. How- 
ever, it is distinctly a better rounded 
performance than the Roths’, which 
is impressively spirited and flows 
well but is, as far as this recording 
is concerned, all middle. The upper 
and lower ranges of the ensemble 
can scarcely be heard. Their earlier 
performance on Decca of the slow 
movement is tonally suave and well- 
articulated, but the reproduction is 
very poor. 

In E flat, opus 125, No. 1 (Finale only). 
Pro Arte Quartet. F-8635 — $1. 

P*ff$$]. 

Since the previous complete versions 
are now omitted from the catalogues, 
the purchaser must content himself 
with this single movement It is en- 
ergetically played and tolerably well- 
recorded. 

In G minor, opus posthumous. Coolidge 
Quartet. V-Set 641 — $2.50. [**ff$$]. 
The incisiveness and vitality of 
KrolPs first fiddling cannot but tickle 
the ear, but the cost to his tone is, 
occasionally, heavy. However, it is 
a certainty that his approach is 
preferable to a suaver, less virile 
one. The ensemble is consistently 
good, the recording satisfactory. 


QUINTETS 

STRING 


In C, opus 163. Pro Arte Quartet, naith 
Anthony Pint, cello. V^Set 299 — 
$5.50. [**fff$$]. 

A MARVELOUSLY understanding per- 
formance this is nobly conceived and 
set forth with a brilliant blend of 
technical, prowess and musicianly 

STRING AND 

In A, opus 114 ("Forellen"). Artur 
Schnabel, piano, Claude Hobday, 
bass, and members of Pro Arte 
Quartet. F-Set 312 — $5.50. [**fff$$]. 
Ros^ Quintet. D-25224-7 — $3. [*'^f$$]. 

Led by the finely discriminating 
artistry of Schnabel, the ensemble 
performs with a cohesion and mutu- 


sympathy. Perhaps because the en- 
semble was so well-balanced when 
the performance was made, the re- 
cording is still remarkably satisfying, 
even to the definition of the two cello 
parts. 

PIANO 

ality that is almost as rare on records 
as it is in the concert hall. I am par- 
ticularly partial to the wonderful 
bass playing of Hobday, which really 
supports the ensemble as Schubert 
intended rather than merely rum- 
bling along on the bottom as it so 
often does. Schnabel is magnificent 
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throughout, and the solo playing of top, is highly successful. The Rose 

the strings is equally fine. As indi- version is interesting only as a curio, 

cated above, the recording of the and not a very diverting one. 
whole tonal range, from bottom to 

SONATAS 

PIANO 


In A, opus posthumous. Artur SchnabeL 
V-Set 580— $5. [**fff$$]. 

Schnabel’s incomparable gift for 
unifying the music he plays, for 
gathering the ends together and 
evolving a consistent pattern there- 
from, is an integral part of his fine 
success with this work. He is also 
sensitive to every inflection of Schu- 
bert’s sentiment. The recording is 
good. 

In B flat, opus posthumous. Ernst Victor 
fVolff. C-^Set 311— $4^50. [**ff$$]. 
There is hardly the virtuosity in 
Wolff’s performance to match the 
technical requirements of the score, 
but he plays with persistently fine 
taste and an obvious affection for the 
work. Together these elements com- 
pensate for the occasional blurred 
passages and the soggy sound of the 
piano as reproduced here. 

In C minor, opus posthumous. Webster 
Aitken, G-Set 9— $3*50. [**fff$$]. 
For those who have not encountered 
Aitken’ s name before he may be en- 
dorsed as one of the ablest new 
pianists to emerge in the last few 
years, with a particular aptitude for 
works of such challenging stature as 
this. He might, to borrow a literary 
term, be described as “a musician’s 
musician,” with a quiet but per- 
vasive artistry, an extraordinary 

PIANO AND 

In A minor. Emanuel Feuermann and 
Gerald Moore^ piano. C-Set 346 — 
$3.25. [**fff$$]. Gaspar Cass add 
and orchestra conducted by Harty. 
C-Set 139— $ 3 * 50 * [*ff$$]- 
A COMPARISON of these performances 
leaves a measurable balance in favor 
of Feuermann’s fervently beautiful 
playing of the work as conceived by 


persistence in pursuing the plan of a 
work until it yields all its secrets to 
him, and a fine technical mastery. 
The recording is not so good as the 
playing, but it will suffice. 

In D, opus 53 (Scherzo only). Szigeti, 
violin. C-69062 — $1. [*’'^fff$$]. Hei^ 
fetz, violin. ^'-6691 — $1. [^*f$$], 
SziGETi uses the Friedberg transcrip- 
tion of this enchanting little piece 
and performs it with exuberant 
vitality and precision. The unidenti- 
fied transcription played by Heifetz 
is very similar, but there is far too 
much Wieniawski in his treatment 
of the morceau for my taste. The 
Szigeti is also a much more recent 
recording. 

In G, opus 78. Kurt Appelhaum. M-Set 
26 — $6.50. [**ff$$$]. Minuet only. 
Artur Rubinstein. ^-14276 — $1. 

[**fff$$]. Victor Orchestra. ^"-9308 
-$i. [*f$$$]. 

The fantastically high price for the 
Appelbaum performance is hardly 
to the pianist’s advantage. His ef- 
fort is technically secure and mu- 
sically satisfying, but the recording 
is only fair. Rubinstein plays his 
single movement with superb rhyth- 
mic power and lovely tone. There is 
little to hear in the orchestral tran" 
scription as played on this disk. 

ARPEGGIONE 

Schubert (with, of course, the 
adaptation from the arpeggione to 
cello). However, I would probably 
prefer his tone and musicianship 
were he playing Cassadb’s version 
with orchestra. I do not deny the 
solid abilities of the latter, but he is 
inclined to exaggerate the climactic 
points of a phrase or swell a lin<* 
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in quest of ^^expression.” Harty cidentally, rises to all the heights 

conducts well, but the orchestral attained by Feuermann. 

recording shows its age. Moore, in- 

PIANO AND VIOLIN 


In A, opus 162 . Fritz Kreisler and Sergei 
Rachmaninoff. V-Sef 107 — ^$3.50* 

Though many more worthy record- 
ings have been dropped from the 
catalogue since this one appeared 
nearly a decade ago, it may be con- 
cluded that the artists’ names have a 
good deal to do with its persistence. 
It is hardly a brilliant performance, 
so far as Schubertian values are 
concerned, and the recording is thin. 

In D, opus 137 ^ No. 1 . Ossy Renardy, 
violin, and Walter Robert. C-Set 
X116— $2.50. [*»ff$$]. 


Renardy is inclined to be overhasty 
and impetuous, but his tone is at- 
tractively pure, his feeling for the 
music genuine. Robert supports him 
well at the piano. The recording is 
good. 

In G minor, opus 137 , No. 3 . Renardy and 
Walter Robert. C-69404 — ^$1. 

[**ff$$]. 

This is an extremely attractive per- 
formance, warmly phrased and well- 
accentuated. Both instruments are 
well-reproduced. 


SONGS (IN CYCLES) 

DIE SCHSNE MOLLERIN 


Complete cycle. Ernst W olff, baritone. 
C-^Set 317 “~$ 7 . 

I CANNOT endorse this as more than 
a sincere, misguided effort. Wolff’s 
voice is at best a parlor baritone, 
and the demands of this music are 
such that it is too seldom heard at 
its best. He sings the songs with the 
intensity of a man who loves the 
material, and an occasional one of 
the slower songs is affectingly de- 
livered. But that is a small accom- 
plishment when Schubert has given 
a singer so much to work with. He 
is, of course, his own accompanist 
and only tolerably good. The re- 
cording is satisfactory, but no one 
wholly dependent on this interpreta- 
tion could say that he really knows 
the songs. 

Wandern, das. Sergei Rachmaninoff, 
piano. 7^-1161— $.75. [*ff$$]. George 
HenscheL C-4128— $.75* 
Rachmaninoff uses the Liszt tran- 
scription and plays it very well, 
aside from his choice of a breakneck 
tempo. The recording is decidedly 
tinny. As for the Henschel version, 


it is an enormous disillusionment for 
those who have been taught that he 
was one of the great lieder singers 
of all time, much inferior to the 
Lowe ballads previously listed. To 
be sure, Henschel was pressing 
seventy when these disks were made, 
but the style itself, regardless of 
vocal projection, is questionable. He 
plays his own (bad) accompani- 
ment. 

Ungeduld. Lotte Lehmann. ^-1731 — 
$.75. [*fff$$]. Alexander Kipnis. C- 
9128 — $1. [**ff$$]. Joseph Schmidt. 
D-23037 — $.75. [*f$$]. Victor Salon 
Orchestra. F-6928 — $.75. [*f$$]. 
Despite its peculiarities of enuncia- 
tion and its pinched upper tones, 
Lehmann’s ^^Ungeduld” remains a 
model of spirit and sensitivity. This 
version suffers also from indifferent 
recording, especially of the piano. 
Kipnis does a virtuoso job of adjust- 
ing his voice to the material, but 
the eventual result is still not as 
Schubert intended. As for Schmidt, 
he seems to confuse this with “Mat- 
dnata.” The orchestral version is 
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surprisingly effective, so far as the 
line of the song is concerned, but 
the playing is quite casual. 

Baches Wiegenlied. Elisabeth Schumann. 

jr-i 5735 --$i. [**fff$$]. 

Schumann’s effortless production. 


her clear tones, and winning musi- 
cianship are contributions of quality 
to any song she sings. This is a 
particular tribute to her artistry, 
especially as it is well-recorded. 


SCHWANENGESANG 


Serenade. Jussi Bjoerling, V-izjzs — 
[^*ff$$]. Herbert Janssen. F-15379 
— $1. [**ff$$]. Vallin. D-25843— 

$.75. Charles Hackett. C- 

7183 — $1. [^ff$$]. Charles KuTl- 

mann. C-9130 — $1. [**f$$]. Tauber. 
D-20271 — $.50. [*ff$$]. Lotte Leh’^ 
mann. D-25797 — $.75. [*ff$$]. Grace 
Moore. D-29010 — $1. Emmy 

Bettendorf. jD-25360 — ^$.75. [*f$$]. 

John McCormack. F-6927 — ^$1. 
[^*f$$]. Hulda Lashanska. F-1752 — 
$.75. [*f$$]. Mischa Elman. /^-746i 
— ^$1. [**£$$]. Victor Salon Orches- 
tra. F-21253 — $.50. [*f$$]. 

It is a fairly incredible fact, but 
among all of these versions only the 
first two are faithful to the concep- 
tion of the composer. I am truly 
admiring of Janssen’s lovely vocal 
quality, but I also feel there is a 
better balance of qualities in the 
Bjoerling performance. Bjoerling’s 
inclinations are a little reserved, but 
there is more equality between 
vocalist and pianist in his disk than 
in Janssen’s. Both are well-recorded. 
The disintegration that follows is 
precipitous: Vallin sings with piano 
and violin (very well, incidentally, 
in French), Hackett prefers Eng- 
lish, with orchestral assistance, and 
Kullmann follows his lead. All the 
remaining vocal versions are with 
orchestra, for the most part com- 
petently, though Moore's arrange- 
ment distorts the musical text. The 
McCormack performance is in Eng- 
lish, with ch(^us added to the or- 
chestra; the Lashanska-Reimers edi- 
tion is first-rate house-party enter- 
tainment, but only remotely related 
to Schubert. Elman adds some out- 
landish figurations (during the 


pauses in the vocal line) as an ef- 
fective way of offsetting the appeal 
of his tone. The orchestral perform- 
ance is hardly more than disgrace- 
ful. 

Aufenthalt. Marian Anderson. /^-i42io 
— $1. [**ff$$]. Alexander Kipnis. C- 
67433 — $1- [*ff$$]. Helen Traubel, 
with orchestra directed by Bruno 
Reibold. F- 16345 — ^$1. [***f$$]. 
Either the Anderson or the Kipnis 
versions would be a desirable addi- 
tion to a collection, but Anderson’s 
has the better balance of vocal and 
reproductive merits. It is in every 
way a noble accomplishment. Trau- 
bel’s big voice has its relevance to 
this material, but conveys little mood, 
and the orchestra is a further burden. 

Abschied. John McCormack. F-6927 — 
$1. [*f$$]. 

McCormack sings in English, with 
rather lamentable results. He is em- 
barrassed by a shabby orchestral 
accompaniment. 

Am Meer. Friedrich Schorr. F-7473 — 
$1. [♦*fff$$]. Kipnis. C-67433— $1. 
[*ff$$]. Tauber. i)-2576i-^$.75. 
[♦ff$$]. 

Fortunately for the purchaser, 
this disk was made nearly a decade 
ago, when Schorr’s voice was close 
to its finest lusciousness and warmth. 
Kipnis sings well, but his recording 
is a good deal older. The Tauber 
version speaks well for his artistry, 

• but it is dwarfed in such company, 

Doppelganger, der. Kipnis. (7-67434-^1. 

Paul Lohmann. D-20%%2 — 
$.50. [*f$$]. Tauber. D-20271 — $.50. 

I AM somewhat distrustful of 
Kipnis’ dramatics, but not enough 
to decry the forcefulness of his per- 
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formance, its potent musicality and 
artistic fervor. Lohmann sings 
earnestly with an inferior voice, 


while Tauber attempts, unsuccess- 
fully, to outshout an orchestra and 
an organ. 


DIE WINTERREISE 


Note: The tnvo Lehmann albums, 
Victor Set 692 and Columbia Set 466, 
include nearly t^wo-thirds of the songs 
in the cycle. The merits of each is 
summarized in the listing helo^w. The 
difficulty of combining the t^o issues 
is considerable. 

Gute Nacht Lotte Lehmann, nmth Paul 
Vlano<wsky, piano. C7-71174 — $i- 

[**ff$$]. Tauber. jD-20561 — $.50. 
[*ff$$]. 

The inequalities of the Lehmann 
interpretation are no fewer than 
those of the Tauber, but it is a much 
clearer reproduction. One cannot 
doubt her emotional contact with the 
substance of the song, but its ex- 
pression is not too well controlled. 
Tauber’s ^‘expressiveness” tends to 
become synthetic with repetition, and 
the recording is not prepossessing. 
Wetterfohne, die. Lehmann. C-71175 — 
$1. [*^f$$]. 

An intelligent effort by Lehmann, 
well-recorded. 

Lindenbaum, der. Lotte Lehmann. V- 
17190 — $1. [**fff$$]. Kipnis. C- 

67345—$!. [**fff$$]. Tauber. D- 

20561 — $.50. [*ff$$]. Emmy Betten- 
dorf. i)-25o68— $.75. [*f$$]. Egon 
Petri, piano. C-69620 — $1. [**ff$$]. 
To SAY that Lehmann’s voice was 
in first-class condition when this disk 
was made is to say virtually all 
that need be said about her per- 
formance. She sings this most 
flavorsome pf all lieder with in- 
superable artistry and expressive- 
ness. Kipnis manages his resonant 
voice capably, whereas the authen- 
ticity of Tauber’s singing is only 
impaired by the disaffecting repro- 
duction. Bettendorf is hampered by a 
string ensemble of dubious pitch and 
quality. The Liszt transcription that 
Petri uses is less fussy than most, 
and it is admirably reproduced. 


Wosserfluth. Lehmann. (7-71174 — ^$1. 
[**ff$$]. Elena Gerhardt. r-6881 — 
$1. [^ff$$]. Tauber. £>-20562— $.50. 
[*ff$$]. 

Despite Gerhardt’s imposing repu- 
tation, her tempo for this song seems 
a little overdeliberate. Consequently 
my preference for the Lehmann, 
which moves and is well-recorded. 
The Tauber is much overdone. 

Auf dem Flusse. Lehmann. (7-71175 — $1. 
[**f$$]. 

There are some nice effects in this 
song, and a steady concentration on 
its fine expressive essence, but Leh- 
mann’s vagaries of pitch are too fre- 
quent for my taste. Ulanowsky ac- 
companies very well. 

Ruckblick. Lotte Lehmann. F-iyigo — $1. 
[**ff$$]. Tauber. D-zosSz — ^$.50. 
[*ff$$]. 

Some of Lehmann’s upper tones are 
pinched in this performance, but the 
over-all results are preferable to 
those of the throaty, poorly repro- 
duced singing of Tauber. 

Rost Lehmann. (7-71176 — $1. [**ff$$]. 
The tempo of this song is still within 
the control of Lehmann, and she 
phrases the text feelingly. 

Friihlingstraum. Gerhardt. V-S%%Ti — $1. 
[^*fff$$]. Lehmann. (7-71176 — $1. 
[**ff$$]. Tauber. D-20563 — $.50. 
[*ff$$]. Hertha Glatz. F- 15237 — $1, 
[**f$$]. 

Despite its advantages of repro- 
duction, the Lehmann version cannot 
actually challenge the Gerhardt per- 
formance, which is the very essence 
of Schubertian lyricism. Both, cer- 
tainly, are preferable either to 
Tauber’s studied virtuosity or Glatz’s 
, unstudied mediocrity. 

Post, die. Lehmann. V-zso% — ^$.75. 
[*»ff$$]. Tauber. D-20563— $.50. 
[*ff$$]. 

A preference here for Lehmann’s 
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performance is no indictment of 
Tauber^s effort, for he is hampered 
by very poor recording. Both are 
sung with melting warmth. 

Krdhe, die. Lehmann, V-2io$ — ^$.75. 
[*^ff$$]. Tauber, D -205 64 — $.50. 
[*ff$$]. 

Superb artistry and well-controlled 
vocal quality are finely balanced in 
Lehmann’s performance. Tauber 
sings well, but the piano behind him 
is almost inaudible. 

Letzte Hoffnung. Lehmann, C-jiijs — 
$1. [**ff$$]. 

Lehmann achieves an effect by her 
pure skill in declamation of the text 
and strong sense of dynamic contrast. 
However, the sections that depend on 
actual vocalization are not too 
successful. 

Im Dorfe. Lehmann, J^-17190 — ^$1. 
[♦♦f$$]. 

The amount of voice at Lehmann’s 
disposal is definitely strained by 
this song. Also, uncertainties of in- 
tonation creep in. 

Stiirmische Morgen, der. Tauber, D- 
20584 — $.50. [*ff$$]. Lehmann, 
2io 8-~$.75. [♦*f$$]. 

For the reason mentioned above, 
Tauber’s not too persuasive per- 
formance must be preferred to Leh- 
mann’s. However, the latter is much 
the better recording. 

Tduschung. Lehmann, F-2109 — ^$.75. 
[**ff$$]. 

A CHARMING performance, faithfully 
reproduced. 

Wegweiser, der. Gerhardt, ^'-683 8 — $1. 
[**ff$$]. Lehmann, ^-17191 — ^$1. 

U-67435— $1. [*ff$$]. 
Tauber. D-20565 — ^$.50. [*f$$]. 

This is a high tribute to Gerhardt’s 
artistry, full of the pathos that 
underlies the music. I prefer her 
restraint to the openheartedness of 


Lehmann, the bluff insistence of 
Kipnis, and the melodrama of 
Tauber. 

Wirthshaus, das. Lehmann, — $i. 

[**fff$$]. Tauber, D-zos 6 s — $.50. 
[*ff$$]. 

It is hard to dissociate the forceful 
eloquence of Lehmann from this ma- 
terial, so closely are the two inte- 
grated in her performance. Tauber 
is again hampered by poor re- 
cording. ^ 

Muth. Lehmann. V-210^ — $.75. [**fff$$]. 
Tauber. D-20566 — $.50. [^ff$$]. 

The description above applies 
equally to this song. 

Nebensonnen, die. Lehmann, F-2108 — 

$.75. 

A finely atmospheric performance, 
wonderfully articulated and con- 
trolled. The recording is good, and 
Paul Ulanowsky is a thoroughly ad- 
mirable pianist. 

Leiermann, der. Gerhardt. F-6838 — ^$1. 
p*fff$$]. Tauber, D-20566--$.5o. 
Pff$$]. George Henschel. U-4128— 
$.75. [*fff$$]. McCormack, ^-6928 — 
$1. [*ff$$]. 

A comprehensive collection of Schu- 
bert songs would include all of these, 
even the McCormack, for there are 
subtleties in his performance de- 
spite the English text and orchestral 
accompaniment. However, for those 
who cannot afford such, a luxury, the 
Gerhardt performance has the finest 
blend of emotional penetration and 
vocal resource. The piano-playing 
of Coenraad V. Bos is a forceful 
element in this quality. Tauber sings 
with magnificent vocal control and 
Henschel with a truly touching sense 
of appropriateness, but both of these 
are poorly reproduced. McCormack’s 
effort is also distorted by faulty 
balance. 


SEPARATE SONGS 

Allmacht, die. Kerstin Thorborff, with $i. [•*££$$]. Mormon Tabernacle 
piano, r-2148— $.75. [•*«£$$]. Law- Choir, r-35760— $.75. [•£$$]. 
rence Tibbett, with *’'ino. ^-15891— The effect which Tibbett tries to 
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achieve by pure physical force is 
more nearly accomplished by Thor- 
borg, who adds to lung power the 
enhancing contrasts of her lively 
imagination. However, I would not 
endorse her version of the song as 
an insuperable one, for there are 
too many contrasts of vocal register 
for that. Tibbett’s quantity of voice 
is outmatched by the needs of the 
song; and the choral performance 
is just M^ise. 

Am See. Karl Erl, tenor, fwith Bruno 
Seidler-'W inkier, piano, F-4398 — 
$.75. [^*ff$$]. 

Erb is a fairly voiceless tenor, but 
he does have a refined conception 
of this song. Seidler-Winkler plays 
well. 

An die Laute. Karl Erh. F-4398 — ^$.75. 
[^*ff$$]. 

This is the companion side to the 
disk above and a duplicate of its 
qualities. 

An die Leier. Jussi Bjoerlingr. F- 12831 
— $1. [*^ff$$]. McCormack. F- 6 sz 6 
-$i. [^f$$]. 

Bjoerling’s voice is a bit brawny 
for this song, though he does sing 
it intelligently. It can be commended 
as a good performance but in no 
sense a remarkable one. McCormack 
struggles with poor recording and 
too much orchestra. 

An die Musik. Hulda Lashanska, F-zozS 
—$.75. [^"^11$$]. Elisabeth Schu- 

mann. ^-1932 — $.75. [^*f$$]. 

The performance by Schumann sug- 
gests that she likes this song almost 
as much as I do, but she is not 
always so controlled in her expres- 
sion of that emotion as she should 
be. Consequently I prefer the La- 
shanska version, which is on a high 
plane of musical excellence even if 
her voice has a metallic quality I 
do not like. Both recordings are 
good. 

An die Nachtigall. Schumann. F-1764 — 
$.75. [**fff$$]. 

Auf dem Wosser xu singen. Schumann. 
F-1932— $.75. [^^fff$$]. 


Both of these represent the superla- 
tive abilities of Schumann at their 
best — the voice finely colored, the 
sense of the music marvelously 
understood. They are well-recorded. 

Ave Maria. Marian Anderson. F-14210 
— $1. [*'^^fff$$]. Dorothy Maynor. F- 
i 5752 —$i* [**ff$$]. Hulda Lashan- 
ska. r-7778— $1. [^ff$$]. Elsa Alsen. 
C-7zg6 — ^$1. [*ff$$]. Schumann. F- 
8423 — $1. [^*ff$$]. Lehmann. D- 

25797 — $.75. [*ff$$]. Claire Dux. D- 
20061 — $.50. [*ff$]. McCormack. F- 
6927—$!. [**f$$]. Charles Kull- 

mann. (7-9130 — $1. [*ff$$]. Emmy 
Bettendorf. jD-25059 — $.75. [^f$$$]. 
VFilliam Primrose, viola. F-15733— 
$1. [**fff$$]. The same, nuith harp 
accompaniment. (7-7378 — $1. [*ff$$]. 
Elman, violin. F-yio '^ — $1. [**ff$$]. 
Heifetz, violin. F-$S^i — ^$1. [*f$$]. 
McCormack and Kreisler. F-8033 — 
$1. [*f$$$]. Zimhalist. C-JZT$ — ^$1. 

[^f$$]. 

The assortment of odd and extraor- 
dinary arrangements provides an 
almost exact parallel for the brutal 
treatment of Schubert’s ‘'Serenade,” 
discussed a few pages earlier. Only 
a small proportion of the records 
listed above actually respect the 
composer’s setting of this excerpt 
from Scott’s "Lady of the Lake,” and 
it is fortunate indeed that there is 
one truly encompassing performance, 
splendidly recorded: the one of 
Anderson. It is infinitely superior to 
all the others, eV'en the one of 
Maynor, which is very sonorous but 
erratic in tempo. Both the Lashanska 
and Alsen versions suffer from poor 
recording, while Schumann, Leh- 
mann, Dux, McCormack, Kullmann, 
and Bettendorf all sing with or- 
chestra. The first of these is well- 
controlled and a much better record- 
ing than any of the others in this 
group. Both male singers use Eng- 
lish texts. The Dux record is one 
of the few by her still available in 
this country and is an imposing 
tribute to her clean, careful yocali- 



360 


A GUIDE TO RECORDED MUSIC 


zation, if not especially good Schu- 
bert. Among the instrumental ver- 
sions the one of Primrose is as 
superior to the others as Anderson’s 
is to her competitive vocalists. The 
tone he draws from his instrument 
is simply unbelievable, and his dis- 
cipline of it equally imposing. Note 
that the preference between his two 
recorded performances goes to the 
Victor disk, which is a consider- 
ably better reproduction than the 
Columbia and enhanced by the ex- 
cellent musicianship of Joseph Kahn 
at the piano. As string playing it 
must be preferred to any of those 
by the virtuoso fiddlers, for the 
Heifetz version is mannered and 
poorly recorded, the Elman distinctly 
excessive in its tonal lava. Zim- 
balist’s playing is conventional and 
pale. The McCormack-Kreisler col- 
laboration is the old acoustical one 
and hardly to be cherished for any 
reasons other than sentimental ones. 

Brooklet, the. Rachmaninoff » ^-1196 — 

$.75. [**ff$$]. 

This is the title given by the per- 
former to his own transcription and 
listed thus in order to facilitate 
search for it. The playing is inimi- 
tably deft and well-accentuated, but 
the recording is extremely bad, 

Doss sie hier gewesen. Erb, ^’-43 99 — 

$.75. P*ff$$]. 

Despite the monotony of his tonal 
coloring, Erb sings this song with 
exemplary artistry and expressive- 
ness. The recording is good. 

Du bist die Ruh'. Sigrid Onegin, i^-7075 
-~$i. [**ff$$]. Lashanska, r-7778— 
$1. [*f$$]. Jlsen, (7-7177— $1. 

[*f$$]. 

Onegin’s margin here is substantial 
indeed, though her singing is a little 
too artful for my taste. However, 
she has considerably more voice than 
Lashanska or Alsen. Hers is also 
much the best recording of the 
group. 

Einsame, der. Schumann, ^-15167 — ^$1. 

L**mi 


There is wonderful airiness and 
finesse in Schumann’s voice here, and 
a perfect sympathy with the ma- 
terial. 

Erlkonig, der. Alexander Kipnis. V- 
15825—$!. [*^fff$$]. The same. U- 
9128 — $1. [*ff$$]. Onegin, i^-7657 — 
$1. [**ff$$]. Sophie Braslau. C- 
67431 — $1. [*ff$$]. Schumann-Heink. 
/^"7i77— $!• Jerit%a. F- 

6704 — $1. [*f$$$]. Schumann-Heink 
nvith orchestra. ^-6273 — $!« [*fff$$]. 
Lacking a way to rehabilitate the 
old Schumann-Heink recording, 
which is still an astounding concep- 
tion (the last listed above, and not 
to be confused with V-7177, a more 
recent effort and one in which her 
voice is sadly disobedient to her de- 
sires), the listener will find the 
soundest satisfaction in the Kipnis 
version. Here, too, the purchaser 
must be sure to get the version noted 
first above, for it is a better repro- 
duction of a sturdier performance 
than the one on Columbia. Onegin 
sings well but with a little melo- 
dramatic exaggeration, and the old 
Braslau version is still interesting 
despite the impairing reproduction. 
Jeritza has more voice on this disk 
than in the generality of her records, 
but the sense of the music is most 
successfully obscured. 

Fischers Liebesgluck, des. Schumann. 
1934— $.75. [*^fff$$]. 

A CHARMING recreation, brightly 
colored and truly felt. 

Forelle, die. Lotte Schone. D-25229— 
$•75* [*H$$]. Dorothy Stanton. (7- 
DB837 — $.75. [**ff$$]. Marian An- 
derson. V-i% 6 z — $.75. [**ff$$]. Bras- 
lau. (7-67432 — $1. [*ff$$]. Shilkret 
and the Victor Salon Orchestra. V- 
6926—$!. [*f$$$]. 

Contrary to my usual custom I urge 
the purchaser to endure the inferior 
recording and scratchy Decca sur- 
face for the sake of the superlatively 
beautiful performance by Schone. Of 
all the singers who attempt the song 
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on records she has the precise voice 
it requires and a delicious sense of 
the music’s character. Stanton sings 
enthusiastically but in English that 
is scarcely intelligible; Anderson’s 
splendid artistry is diminished by 
the unwieldy weight of her tones. 
Braslau, too, is handicapped by a 
darker tone quality than this music 
can endure. The arrangement used 
by Shilkret is remarkably bad, the 
playing too consistent with the ar- 
rangement. 

Geheimes. Schumann. T-1933 — $.75. 
[**ff$$]. Lehmann. D-2Q2%x — $.50. 
[*fff$$]. 

Were it not for the orchestra which 
accompanies Lehmann, her warm 
performance would be preferable to 
the less glowing one of Schumann. 
However, there is more authenticity 
in the latter version. 

Gretchen am Spinnrade. Lehmann. V- 
1856 — $.75. [*fff$$]. Schumann. F- 
193s — $.75* [**ff$$]. Dorothy May-- 
nor. T-15752 — $1. [**f$$]. Hertha 
Glatz. 1^-15247 — $1. [**ff$$$]. Meta 
Seinemeyer. D-25832 — $.75. [^f$$]. 
Elsa Alsen. C-7177 — ^$1. [*f$$$]. 

Shilkret and the Victor Salon Or- 
chestra. T-6926 — $1. [*f$$$]. Isobel 
Baillie. C'-DB836 — ^$.75. [*f$$]. 

The piano background for Leh- 
mann’s performance is almost in- 
audible, but this fact is not sufficient 
to destroy the amazing intensity and 
expressiveness of her singing. Both 
Schumann and Maynor are hamp- 
ered by the lightness of their vocal 
timbres, inappropriate for so dra- 
matic a song. Glatz does not control 
her voice sufficiently, whereas the 
Seinemeyer and Alsen performances 
are both more than a decade old 
and poorly reproduced. The piano 
on the latter, indeed, suggests a mod- 
ernized Gretchen, with the spinning 
wheel replaced by a sewing machine. 
Shilkret dawdles through a poor 
arrangement, with little feeling for 
the song. The Baillie version is in 


English and inadequately sung. 

Gruppe aus dem Tartarus. Povla Frijsh. 
i^-i6i49~$i. [^*ff$$]. 

Though the dynamic needs of this 
song are too much for Frijsh, she 
sings with relentless fury and a plain 
mastery of the dramatic content. 
The recording is excellent. 

Hark, Hark, the Lark! Kerstin Thorhorg. 
T-16969 — $1. [^*fff$$]. Schumann. 
j7-i933— $.75. [^*ff$$]. Bettendorf. 
£>-20292 — $,50. [*f$$]. McCormack. 
T-6926 — $1. [*ff$$]. Lambert Mur- 
phy. T-4008 — ^$.75. [*ff$$$]. Albert 
Spalding, ^violin. T-1667 — ^$.75. 
[**ff$$]. Theophil Demetriescu, 
piano. D-20356 — $.50. [*f$$]. 

By some miracle of adaptability 
Thorborg summons a flexibility and 
lightness that would seem scarcely 
possible for a singer of her usual in- 
clinations. Much of the charm in her 
performance derives from the ex- 
ceptionally rhythmic piano-playing 
of Leo Rosenek. Indeed, if Schumann 
had such support hers would be the 
preferable performance, for the sil- 
ver in her tones sounds out more 
brightly. Bettendorf’s singing is very 
idiomatic, but the reproduction of it 
is bad. Both McCormack and Lam- 
bert suggest that the gates of Heaven 
are not far from Killarney, the for- 
mer struggling manfully against a 
scrawny orchestral background. 
Spalding plays his own transcription 
with fair'' efficiency, whereas Deme- 
triescu abuses the Liszt version. 

Heidenroslein. Alexander Kipnis. C- 
9128 — $1. [**ff$$]. Braslau. C-67432 
— $1. [*ff$$]. Bettendorf. D-20292 — 
$.50. [*ff$$]. Bruno Reibold and 
small orchestra. F^-24789 — $.50. 

[**ff$$]. 

Bettendorf has a finer combination 
of voice and feeling for this song 
than either Kipnis or Braslau, but 
the reproduction of it is extremely 
bad. The preferential one is thus 
the Kipnis, which is securely vocal- 
ized and reasonably well recorded^ 
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Reibold’s orchestral transcription is 
thoroughly routine. 

Hirt auf dem Felsen, der. Elisabeth Schu- 
mann, fwith Reginald Kell, clarinet, 
F-14815— $1. 

Superlatives are mild indeed for the 
quality of this performance. Schu- 
mann sings with liquid mastery, and 
Kell plays the obbligato for his in- 
strument with splendid tone and fine 
musicality. The recording is ex- 
cellent. 

Im Abendrot. Lehmann. F-1731 — ^$.75. 
[*^fff$$] . Flagstad. V-i 5645— $i* 
[**ff$$]. 

How little pure vocal quality counts 
in such a song as this is reflected by 
the warmth and expressiveness of 
Lehmann’s relatively limited re- 
sources when measured against the 
objectivity of Flagstad’s abundant 
tones. The Lehmann record is also 
mechanically inferior but neverthe- 
less preferable. 

Jungling an der Quelle, der. Schumann, V- 
I933~"$*75- ['^'^fff$$]. 

The singer’s tendency to be incom- 
parably expressive, which marred 
her singing of *‘An die Musik” is 
occasionally distracting here, but it 
is on the whole a finely sympathetic 
interpretation, beautifully controlled, 
lunge Nonne, die. Braslau. C-67432 — 

$1. [*f$$]. 

A WOODEN, unyielding performance, 
with little forcefulness or personality. 
The recording is poor. 

Lachen und Weinen. Schumann. F-15168 
— ^$*75* [**fff$$]- George Henschel. 

C-4129— $.75. 

Too much indulgence is required by 
Henschel’ s indefinite tones and - 
breathy enunciation for this to be 
seriously considered in critical terms. 
Schumann sings enchantingly, how- 
ever. 

Liebe hot gefogen, die. Karl Erb. F-^00 
—$.75. [**ff$$]. 

The phraseology of the music is 
finely outlined by Erb, with exquisite 
tast^fulness, 


Liebhaber in alien Gestalten. Schumann. 
F-I764-$.75. [f*ff$$]. 

A HIGHLY satisfying performance, 
deft and animated. 

Lied im Griinen. Onegin. ^'-7657 — $1. 
P^fff$$]. 

Those who contend that this is one 
of the greatest of Schubert songs 
have the full support of Onegin, who 
lavishes an abundance of musician- 
ship and feeling on it. The results 
assuredly justify the effort. 

Litanei. Schumann. F-1934 — $.75. 
[**ff$$]. Alsen. U-7296— $1. [^ff$$]. 
Henschel. ^-4129 — $.75. [*f$$]. Cor- 
tot, piano, — $1. [*^ff$$]. 

There is true devotional feeling in 
Schumann’s performance, and sheer 
exaltation in the sound with which 
she conveys it. Alsen sings with 
comprehension, but her voice has 
little persuasiveness. The Henschel 
performance does not interest me 
from any viewpoint. Cortot uses a 
well-conceived arrangement of his 
own and plays it with fine tone. 
Mfidchens Klage, des. Lashanska. V-2Q26 

-$.75. [*^ff$$]. 

A HIGHLY refined, conscientious per- 
formance, and well-reproduced. 
Memnon. Harold Williams, baritone. C- 
DB836— $.75. P*f$$]. 

The song lies too high for Williams, 
and the English text is a further 
embarrassment. 

Musensohn, der. Schumann. ^'-1935 — 

$.75. P*f$$]. 

Schumann’s voice is uncharacteris- 
tically shrill here, to the detriment of 
a generally comprehending concep- 
tion. 

Nacht, die. Choir and orchestra con- 
ducted by Walter Sieber. D-20264 — 
$.50. [*f$$]. 

There are few virtues of perform- 
ance in this disk, and the recording 
is weak. 

Nacht und Traume. Schumann. 1^-15167 
— $1. [*^fff$$]. McCormack. F- 6 $z 6 
-$i. [*f$$]. 

Schumann evokes a finely poetic 
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mood in her singing of this magnifi- 
cent song. The McCormack version, 
identified as “Holy Night,” is in- 
complete and badly recorded, 

Nahe des Geliebten. Schumann, ir-15168 

— $1. 

Of the many unfamiliar Schubert 
songs, this is one of the finest on 
records. Schumann sings it ex- 
quisitely, and the recording is first 
rate. 

Rastlose Liebe. Ginster, V-7%21 — $1. 
[**f$$]. 

This performance is hardly compli- 
mentary to the generally able Gin- 
ster, for she scoops constantly and 
forces her voice on the high tones. 

Schmetterling, der. Schumann. F-15168 
— $1. [**fff$$]. 

Since this is one of Schumann’s great 
specialties it may be safely left in 
her hands, with only the assurance 
that it is well-recorded. 

Sei mir gegriisst. Lotte Lehmann. D- 
25799— $.75. [^ff$$]. 

That lavish, and utterly needless, 
use of orchestral instruments that 
was fashionable in German studios 
a decade ago has its echo in this 
as well as in numerous other song 
recordings listed in this volume. It 
is thoroughly reprehensible and an 
annoying flaw in an otherwise re- 
spectable performance. 

Seligkeit. Schumann. 1^-15167 — ^$1. 
[*^fff$$]. Ginster. /’’-7821 — ^$1. 
[*^ff$$]. Hertha Glatz. 1^-1949 — 
$.75. L**mi 

The downward progression of val- 
ues here is almost mathematical — 
Schumann sings with aristocratic 
style and resourceful voice, Ginster 
with style but insufficient voice, and 
Glatz with neither voice nor style. 
There is little deviation in the me- 
chanical factors of the recordings — 
all are efficiently supervised. 

Tod und dos Madchen, der. Anderson, r- 
1862 — ^$.75. [*^fff$$]. Braslau. C- 
67341 — $1. [*ff$$]. Karin BranzelL 
£>-25227 — ^$.75. [*f$$], Lehmann. D- 
20281-^.50. t*f$$]. 


Anyone who has ever heard Ander- 
son’s performance of this matchless 
song will be content to know that 
there is a successful recording of it 
without indulging in idle speculation 
about a superior interpretation. The 
case may be closed with the state- 
ment that, in the first place, there 
is; and in the second, there isn’t. 
Braslau sings intelligently but with 
too little pulse and excitement. Leh- 
mann has both of these to supple- 
ment her eloquent voice, but also a 
plodding orchestra to impede it; 
Branzell performs methodically and 
mechanically. 

Wanderer, der. Kipnis. U-67434 — ^$1. 
[*^fff$$]. Tibbett. ^-15891— $1. 

[**ff$$]. Tauber. £>-25761 — $.75. 
[*f$$]. 

Despite a desire to encourage the 
Tibbett who is represented on this 
uncommonly able disk, it must be 
recorded that the English text is a 
detriment to Schubert’s purpose. Kip- 
nis sings with beguiling fervor and 
a steady control of his ample voice. 
Tauber’s version is rhythmically 
poor and badly recorded. 

Wanderer on den Mond, der. Karl Erb. 

i^-4399— $.75- P^f$$]. 

This song is a strain on Erb’s vocal 
range, but otherwise it is knowingly 
sung. 

Wanderers Nachtlieder, I and II. Paul 
Lohmann, baritone. D-20382 — $.50. 
Pff$$]. 

I RESPECT the purposes that animate 
Lohmann’s singing but am hardly 
impressed by the results that reach 
the ear. But the modest price is not 
unreasonable for the limited pleasure 
the record affords. 

Wehmut, Hertha Glatz. /^-i949 — $.75. 
.[*»f$$]. 

Glatz’s voice is hollow and un- 
steady, but the performance is not 
without musicianly credit. 

Who Is Sylvia? Charles Hackett. 6'-7i83 
— $1. [*fff$$]. Jussi Bjoerling. T- 
12725 — ^$1. [**f$$]. McCormack. F- 
1306 — $.75. [*ff$$]. The same, *with 



364 


A GUIDE TO RECORDED MUSIC 


orchestra and chorus, F-6926 — $1. 
[^*f$$]. Lambert Murphy, F-4008 — 

$.75. 

Here is one occasion on which I 
will make an allowance for an Eng- 
lish text, since the flow of Shake- 
speare’s original is remarkably par- 
alleled by the translation that Schu- 
bert set. It also happens that Hackett 
sings with splendid artistry and 
feeling, recalling how fine a per- 
former he was in his prime. Bjoer- 
ling’s leisurely tempo is initially at- 
tractive, but it soon becomes slumber- 
ous. However, it is much the best 
reproduced of all these versions. The 
two McCormack versions are both 
disappointing, the first because it is 
miserably reproduced, the second be- 
cause it is hampered by a fancy 
arrangement for chorus and or- 
chestra. Murphy’s brogue is dis- 
tracting, and the piano sounds as 
though it were in another room. 


Wiegenlied. Lotte Lehmann, F-1856 — 
$•75* [*^fff$$]. Schumann. F-15168 
— $1. [**ff$$]. Gigli. F-1842— $.75. 
[**f$$]. 

Lehmann’s ineffably beautiful per- 
formance would, one suspects, lull 
a raging bull to sleep. The perform- 
ance by Schumann is admirably 
musical, but it remains a song to 
her, not a supplication. As for the 
Gigli performance, in Italian and 
with a chorus, it is plain indeed that 
a Rome-Vienna axis did not exist 
when this was written. 

Wiegenlied, opus 105, No. 2. Helen Trau- 
bel; *ivith piano by Bos. F-17480 — 
$1. [**ff$$]. 

This is not the familiar Cradle Song, 
but another lullaby which Traubel 
sings with a good deal of vocal 
finish. There is also woody, un- 
yielding vocal quality that diminishes 
the meaning that Traubel seeks to 
impart to the song. 


TRIOS 


STRING 


In B flat (1817). Pasquier Trio. V-Set 
435-$2.50. [**ff$$]. 

Fine musicianship and lovely tonal 
quality are lavished by the Pasquiers 


on this work. The results do not 
always justify the effort, but it is a 
beautiful example of ensemble 
playing. 


STRINGS AND PIANO 


No. 1 in B flat, opus 9^. Alphonse Onnou, 
violin, Robert Maas, cello, and K. U. 
Schnabel, piano. V^Set 429 — $4.50. 
[**ff$$]. Telly D^Aranyi, violin, 
Felix S almond, cello, and Myra Hess, 
piano. C’Set 91 — $4,50. [*ff$$]. 

The listener’s preference here must 
depend on his choice between an 
uneven performance splendidly re- 
produced and a splendid perform- 
ance badly reproduced. All the ele- 
ments would be adjusted if Hess 
were the pianist with Onnou and 
Maas, but such is not the collector’s 
luck. In consequence one must endure 
the metronomical playing of young 
Schnabel as penance for the elo- 


quence of the two Belgians or else 
suffer through the scratchy, unfaith- 
ful sounds that issue from the Colum- 
bia disks. Were I confronted by this 
dilemma my vote would go, reluc- 
tantly, to the newer recording. It 
will at least be worth more as a 
trade-in when a satisfying version 
appears. 

No. 2 in E flat major, opus 100. Adolf 
Busch, violin, Hermann Busch, cello, 
and Rudolf Serkin, piano. V-Set 374 
-$5.50. [**ff$$]. 

There is a slight tinge of the schq- 
lastic in this playing but also a de- 
pendable substratum of sincere 
musicality and technical assurance. 
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The recording is excellent in sound The performers may be capable, 

and well-balanced. . but they have little assistance from 

In E flat major, opus 148 (Nocturne). the recording in proving it. How- 

Weitzmann Trio, £>-20446 — $.50. ever, the scratch is quite impressive. 

MISCELLANEOUS PIANO WORKS 

Andante and Variations (Tausig version). namented, in a way that is hardly 
Egon Petri, C-69249 — $1. [*•*£$$]. characteristic of Schubert. The re- 

There is no lack of skill in Petri’s sponsibility would seem to be 

performance, and the recording is Tausig’s. 
good. The patterns are highly or- 

fantasies 

"Wanderer" (Liszt). Edward Kilenyi, at least, for the Schubertian portions 

naith orchestra conducted by Selmar that remain in the Liszt transcrip- 

Meyrowitz. C-Set 426 — ^$3.50. tion. Meyrowitz has more geniality 

and warmth in his direction, and 
Kilenyi works hard at this piece the recording is good enough, of the 

and plays it with plenty of facility, studio type, 

but he is not the man for it — not, 

HUNGARIAN MARCHES 

In C minor (arranged by Liszt). Blech with a good deal more dynamic 

and the Berlin State Opera Orches- variation than is customarily heard 
tra, J^-H 435 — $ 1 . [**ff$$]. in a mere march. The recording 

This is a finely incisive performance, remains highly satisfactory. 

IMPROMPTUS 

Opera 90 and 142. Edwin Fischer, V-Set Opus 90, No. 4. Rachmaninoff. T- 6621 — 
494~$6.50. [^^fff$$]. . $ 1 . [*ff$$]. 

Fischer’s discernment, his deeply One could hardly ask for a more 

founded artistry are matched with forceful, resourceful performance of 

that special quality of feeling which this glorious work, but the recofd- 

is implicit in satisfying playing of ing is deplorable. Indeed, one is sur- 

Schubert. I also find his tone quality prised to discover that it is merely 

pleasing and very resourcefully fourteen years old and not an acous- 

varied. The recording is consistently tical recording, 
good. Opus 142, No. 2. Paderewski, ^-6628 — 

Opus 90, No. 3. Heifetz, violitu F -8420 $ 1 . [*f$$]. 

— $1. [*^f$$].' Sentimentality replaces sentiment 

Heifetz plays his own transcription, in this performing, with virtually 

and it is not appealing to this taste every chord unbearably arpeggiated 

either as an extension of the com- and phrases distorted for the sake 

poser’s desires or as an example of of specious “effect.” The poor re- 

the performer’s musicianship. The cording hampers a judgment of 

recording is good. Paderewski’s tone quality, but it is, 

for whatever reason, not good. 

MARCHE MILITAIRE 

In D major. Boston *^Pops” Orchestra unidentified orchestra, £>-25420 — 

conducted by Fiedler. F-4314 — $.75. $.75. [*f$$]. Shilkret and the Victor 

[**ff$$]. Harty and the London Salon Orchestra. F-9308 — $1, [*f$$$]. 

Philharmonic Orchestra, C-7322 — Fiedler acknowledges use of the 

$1. [**ff$$], G, Clo'ez conducting an Guiraud version, and the others 
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sound similar, though the fact is not 
definite. There is a roaring volume 
of sound in the playing of the Boston 
band, and aside from some shrillness 
in the climaxes it is well-recorded. 
Harty chooses a remarkably jolly 

MOMENTS 

Opus 94, Nos. 1 to 6 . Artur Schnabel, 
V-Set 684— $3.50. [**fff$$]. 

It is a question whether Schnabel’s 
primary sympathy is for Beethoven, 
Mozart, or Schubert; but one may 
waive a decision on this point in 
appreciation of his eloquently satis- 
fying performances in this album. 
There are just the quality and 
quantity of sober energizing to 
realize the whole scope of Schubert’s 
invention, an infinitely varied range 
of tone colors. The recording is 
first-rate. 

In F minor. No. 3. Gtesehing. ( 7 - 17079 — 
$*75. [**f$$]. Conrad Ansorge. D- 
Z5357 — ^$.75. [*f$$]. Stokofwski con- 

. ducting the Philadelphia Orchestra, 
r-1312— $.75. [**ff$$]. 

This is a surprisingly heavy-handed 


pace that suggests that the marchers 
are goose-stepping. The recording is 
more modest than the Boston, but 
good. The Shilkret and Cloez ver- 
sions are lacking in any recognizable 
merits. 

MUSICALS 

performance by Gieseking, with an 
attitude toward the piano that can 
only be called petulant. However, 
the recording is good. The Ansorge 
effort is almost blanketed by surface 
noise, but not enough to disguise 
the utterly mechanical character of 
the playing. Except for swollen de- 
tails in the orchestration the Sto- 
kowski treatment is truly delicate, 
very understanding, and beautifully 
articulated. 

Nos. 2, 3 and 5. Shilkret and the Victor 
Salon Orchestra, V- 6 ^ 2 % — $ 1 . 

[*f$$$]. 

The price is exorbitant for playing 
of this quality, even if the label on 
the record is red rather than black. 
Moreover, the reproduction is poor. 


SOlRiES DE VIENNE 


Unidentified. Moriz Rosenthal, F-1854 
—$.75. [^^fff$$]. ^ 

Which of these Liszt transcriptions 
Rosenthal plays is not specified on 
the disk, but the indications are it 
is the first of the series. It is won- 
derfully animated in style and well- 
recorded. 


Unidentified. Shilkret and the Victor 
Salon Orchestra, F-9307 — $1. [*f$$]. 
Orchestra and piano are involved 
in this arrangement, which is played 
with stodgy beat and general lack 
of sensitivity. The recording is poor. 


VALSES SENTIMENTALES 


Opus 50. Goehr and a symphony or- 
chestra. ^-36292 — $.75, [**fff$$]. 

Shilkret and the Victor Salon Or- 
chestra. /^-93o 8 — $1. [*f$$$]. Mischa 
Elman, molin. V-\\%% — $.75. [*ff$$]. 
Both Goehr and Shilkret play a pot- 
pourri of waltzes from this collec- 


tion, but the former is infinitely su- 
perior in arrangement, performance, 
and recording. Elman’s single waltz 
is played with rich tone and fair 
enough style. The recording is 
poorish. 


WORKS FOR VOICE AND ORCHESTRA 


Psalm No. 23. Gertrud Baumann, so- 
prano, Irmler Choir, and Orchestra, 
D-25830— $.75. pf$$]. 

The poor recording and noisy sur- 


face are definite liabilities, but 
enough of the music can be heard to 
justify its place in a complete col- 
lection of Schubert. 
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SCHUMAN, WILLIAM 


Choral Etude. Madrigal Singers led hy 
Lehman EngeL C-i7i39 — $.75* 

Engel’s group traces the interesting 


patterns of this brief work with 
good spirit and excellent intonation. 
The recording is satisfactory. 


SCHUMANN, CLARA 


Ich stand in dunklen Traumen; Liebst du 
im Schonheit. Ernst Wolff. C-9126 — 
$1. P*f$$]. 

There is little to commend in this 
performance other than good inten- 


tions, of which Wolff has an abun- 
dance. The music is remarkably 
attractive, but Wolff’s voice is 
strained and disaffecting. 


SCHUMANN, ROBERT 


CONCERTOS 

PIANO AND ORCHESTRA 


In A minor. Myra Hess njoith orchestra 
conducted hy Walter Goehr. V’-Set 
473 — $4.50. [**fff$$]. Yves Nat wth 
orchestra conducted by Eugene Bigot. 
C-Set i 96~$4.50. [^f$$]. 

This work is as close to the heart of 
Hess as any work could be to any 
performer — a comprehensive state- 
ment, indeed, but the only one suffi- 
cient to cover the assured ease of 
her technical treatment, the strength 
and sweetness of her musical feeling, 


the warmth of her tone. Goehr’s 
metronomic conducting is hardly the 
complement that Hess deserves, but 
he duplicates a good many of her 
dynamic differentiations. The or- 
chestra plays very well, and the 
tone quality of the recording is un- 
usually good. The Nat performance 
is outclassed in every respect, but 
particularly in the one of tempera- 
ment. 


VIOLIN AND ORCHESTRA 


In D minor. Yehudi Menuhin and the 
Philharmonic-Symphony Orchestra 
conducted hy John Barbirolli. V-Set 

45x-$4. P^fff$$]. 

The conviction of Menuhin in the 
worth of this work is one of the 
strongest elements in a performance 
of exceptional power and clarity. 


It is one of the rare performances 
by Menuhin that could truly be 
called impassioned, to the extent in- 
deed that his intonation is sometimes 
undependable. Barbirolli and the or- 
chestra support the soloist magnifi- 
cently. The recording is uncommonly 
full. 


VIOLONCELLO AND ORCHESTRA 


In A minor. Gregor Piatigorsky and the 
London Philharmonic Orchestra con- 
ducted by John Barbirolli. F-Set 

247— $3*50* ['^*fff$$]. 


Though this work is occasionally 
heard in the concert hall it has 
rarely made such an effect on me as 
it does in this superb performance 
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by Piatigorsky, The cellist estab- 
lishes a wonderfully reflective mood 
at the outset of the work and sus- 
tains it splendidly through the rich- 
ness of his tone and the strength of 


his musicianship. Barbirolli is re- 
sponsible for a broad, forceful play- 
ing of the orchestral score, and the 
recording retains an excellent mar- 
gin of fidelity. 


ORCHESTRAL WORKS 

OVERTURES 


Manfred. Adrian Boult and the BBC 
Orchestra, F-11713-4 — ^$2. [**ff$$]* 
Max ^on Schillings conducting an 
unidentified orchestra, Z)- 25474 - 5 — 
$1.50. [^f$$]. 

Boult’s fervent, well-paced per- 
formance profits by a recording that 
is not new but is uncommonly real- 
istic, both in balance and in tonal 


quality. The warm string tone is 
particularly appropriate to Schu- 
mann’s lyricism and drama. Von 
Schillings has a respectable concep- 
tion of this score, but the recording 
is dull and poorly balanced. The 
fourth side of his version includes 
the Entr’acte subtitled “Ranz des 
Vaches.” 


SYMPHONIES 


No. 1 in B flat major ("Spring"). Kousse- 
<vitzky and the Boston Symphony Or- 
chestra, V-Sei 655 — $4.50. [^**fff$$]. 
All of the elements in this set are 
superlative — ^the playing of the Bos- 
ton Symphony, the uses to which it 
is put by Koussevitzky, and the ex- 
pression of both through a recording 
of extraordinary richness and color. 

No. 2 in C major. Ormandy and the 
Philadelphia Orchestra, V-Set 448 — 
$5.50. [***f$$]. 

Such interest as this album oflFers 
is largely the contribution of the 
Philadelphia Orchestra, whose in- 
cisive, brightly colored playing is 
magnificently reproduced. However, 
I am not charmed by Ormandy’s 
feeling for the work, nor is there 
delight in his jerky, unrhythmic in- 
terpretation. Dynamics are exag- 
gerated, contrasts distorted. 

No. 3 in E flat ("Rhenish"). Bruno Wal- 
ter and the Ne^w York Philharmonic- 
Symphony Orchestra, C-Set 464 — 
$4.50. [**fff$$]. Piero Coppola and 
the Paris Conservatory Orchestra, 
V.Set 237-7$3.5o. [*ff$$]. 

I CAN imagine a performance of more 
potent drive than Walter’s — namely 
that of Toscanini — but there are 
many attractive qualities in the con- 


ducting of the former, not the least 
of which is a plan of performance 
that correlates his treatment of the 
several movements. The recording is 
loud and quite distinct, but hardly 
as good as the best possible today. 
However, Coppola is an inferior al- 
ternative in every respect. 

No. 4 in D minor. Frederick Stock and 
the Chicago Symphony Orchestra. 
C-Set 475 — $3.50. [**ff$$]. Bruno 
Walter and the London Symphony 
Orchestra, V-Set 837 — $3.50. [See 
text]. Ormandy and the Minneapolis 
Symphony Orchestra, V-Set 201 — 
$3.50. [*f$$]. Bruno Walter and the 
Mozart Festival Orchestra, C-Set 
106— $4.50. [^fff$$$]. 

Though I have the highest esteem 
for Walter’s conception of this work 
(see citation of his Columbia album 
above) I have not been able to hear 
the new Victor album, which is 
scheduled for release as this volume 
goes to press. Consequently I must 
cling to a preference for the version 
by Stock, which is the best of those I 
have heard, and the most successful 
recording of his for Columbia. His 
feeling for the music is reasonable 
and devoted, the reproduction of the 
orchestra satisfactory. It is certain 



SCHUMANN 


369 


that both will rank distinctly above 
the erratic, pretentious performance 
of Ormandy, loudly well-played 
though it is. The excellent spirit of 

PIANO 

See Sonatas, p. 372. 

Arabeske. Vladimir Horofwitz. J^-1713 
—$.75. [^^ff$$]. 

This piece is a little quiet for Horo- 
witz’s best abilities to assert them- 
selves, but he plays with exquisite 
color sense and lovely fantasy. The 
recording is good. 

Bunte Blatter: Nos. 1 , 4 , 6 , and 10 . Un- 
identified pianist. T-1318 — $1.50. 

[*ff$$]. 

This is the odd side of another Schu- 
mann item played by the same un- 
identified pianist, something of a 
wistful publicity idea concocted by 
the sponsor of Timely records. It 
has the virtue of directing attention 
to the music, which is reasonably 
well played. However, it would be 
a better service to improve the qual- 
ity of Timely recording, which is 
shallow and unresonant. . 

Carnaval. Myra Hess. V-Set 476 — $3.50. 
[**fff$$]. Rachmaninoff. V-Set 70 — 
$3.50. [^ff$$]. Karol Szreter. D- 
25289-91 — $2.25. [*f$$]. Eugene 

Goossens and thi London Philhar- 
monic Orchestra. V-Set 513 — $3.50. 
[**ff$$]. Goehr and the London 
Philharmonic Orchestra. U-69461 — 
$1, P*ff$$]. 

Hess’s piano is not too well-recorded 
(the bass has a particularly dead, 
unvital sound), but there is infinite 
charm in the musicality and warmth 
of her performance. Rachmaninoff’s 
playing has undoubted personality, 
but it is an angular, hard-driven 
kind that imposes itself on the music 
rather than accords with it. More- 
over, the recording is harsh and 
jangly. There is little attraction in 
the Szreter performance. Goossens’ 
performance of an unidentified 
transcription is forceful in a conven- 
tional ballet style, in which tempos 


Walter’s earlier one for Columbia is 
marred by the inferior orchestra and 
the tubby, indistinct recording. 

WORKS 

are retarded or accelerated with 
little relationship to the composer’s 
intention. The orchestra is large, 
the recording powerful. Goehr’s col- 
lection of excerpts is well-recorded. 

Davidsbiindlertdnze. Kurt Appelhaum. 
M-Set 30— $5. [**ff$$$]. 

Appelbaum works capably and ener- 
getically at this assignment, to the 
end of a lucid presentation of the 
music. However, the recording is 
dull-sounding and hardly an asset 
to an album that is, essentially, over- 
priced. 

Fantasia. Wilhelm Bachaus. V-Set 463 
—$4.50. [^*fff$$]. 

Thanks to such a recording as this, 
one is reminded of Bachaus’ sub- 
stantial attainments as a pianist, his 
dependable solidity as an inter- 
preter. He manages the sweeping 
power of the work with something 
less than his usual objectivity, but 
the restraint that is inherent in his 
musical personality is a fortunate 
foil to the brimming sentiment of 
the work. The recording is satis- 
factory. 

Fantasiestiicke. Complete set. Harold 
Bauer. V-Set 379 — $4.50. [**f$$]. 

I AM NOT partial to the harsh, mus- 
cular kind of playing achieved by 
Bauer in this album. It reflects an 
impatience with the instrument that 
is hardly an aid to sympathetic in- 
terpretation. The engineers have not 
been able to alleviate the impact of 
Bauer on the piano with any con- 
sistent success. 

Des Abends. Bauer, F-6828 — ^$1. 
[*fff$$]. Cortot, F-15464 — ^$1. 
,[**ff$$]. 

This is a much older version of this 
piece than the one included in the 
album above. It is sensitively 
phrased and truly poetic. However, 
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the recording is only fair. The Cor- 
tot version is a better balance of 
playing and recording, though his 
feeling for the music is not as per- 
suasive as Bauer’s. 

Aufschwung. Wilhelm Bachaus. r-1445 
-$.75. P*f$$]. 

Bachaus takes this work at a pre- 
cipitous pace, diminishing rather 
than enhancing the composer’s pur- 
pose, The recording is good. 

Traumeswirren. Vladimir Horonoitz. F- 
i654~$.75. [**ff$$]. 

Schumann and Horowitz are not a 
familiar combination in the concert 
hall, but the recorded examples of 
it are admirable indeed. This per- 
formance is finely thoughtful and 
successfully reproduced. 

Faschingsschwank aus Wien. Unidenti'- 
fied pianist. T-Set C7— $5. [**ff$$$]. 
The unidentified pianist (see ‘‘Bunte 
Blatter,” above) plays with musi- 
cianly competence, though with no 
excess of energy or penetration. It 
may be described as a workmanlike 
approximation of Schumann’s score, 
though it cannot be endorsed with 
enthusiasm. The recording is only 
passable. 

Kinderscenen. Benno MotsSivitch, F- 
7705-6--$2. [**fff$$]. 

The values in this music are pre- 
cisely appraised by Moi'seivitch, who 
restates them with fine fluency, a 
wash of lovely tone, and infinite 
flexibility. The recording is fairly 
good. 

Trdumerei. Elman, violin. ^-1482 — $.75. 
[**ff$$]. Spalding, violin. F-1727 — 
$.75. [^ff$$]. Zimbalist, violin. C- 
17105 — $.75. [*f$$]. Casals, cello. V- 
1178 — $.75. Piatigorsky, cello. D- 
20019 — ^$.50. [*ff$$], Bettendorf. D- 
20027 — [*!$$]• Campoli Trio. 
D-zoiZs — $-50. [*f$$]. Ormandy 

and the Minneapolis Orchestra. V- 
8285—$!. [*»f$$]. 

It is scarcely surprising to find a 
spasm of transcriptions of this piece, 
but it is hardly believable that the 
only performance in Schumann’s 


original version is the one in the 
complete edition above. All of the 
others are precious in varying de- 
grees, full of affected sentiment and 
insufficiently disguised virtuosity. 
The summation is this : for those 
who want a violin version, that of 
Elman is the best balanced in per- 
formance and reproduction; Casals 
has the advantage of better record- 
ing than Piatigorsky, while Or- 
mandy leads his orchestra suavely. 
The other items included in the list- 
ing are not more than mediocre. 

Kreisleriana. Alfred Cortot. V-Set 493 — 
$4.50. [*^fff$$]. 

For those who w^uld care to know 
what I consider poetry in musical 
performance this set may stand as 
a prime example. Cortot plays with 
enchanting rhythmic feeling, a lovely 
tonal sense, and an unlimited com- 
prehension of the composer’s pur- 
pose. The recording is satisfyingly 
detailed and resonant. 

Nachstiick. Bachaus. ^-14978 — $1. 
[**ff$$]. Archer Gibson, organ. V- 
,36166— $.75. [**f$$]. 

This tasteful performance by Bac- 
haus may be found on the last side 
of the “Fantasia” described above. 
Gibson’s effort is in the funeral- 
parlor tradition and not very attrac- 
tive. 

Novelette. Eileen Joyce. D-25736 — ^$.75. 
[**ff$$]. Bauer. P-7122 — $1. 
[**f$$]. 

Despite the thinnish recording, I 
prefer the honesty and warmth of 
Joyce’s playing to the more man- 
nered performance by Bauer. 

Papillons. Cortot. P-1819-20 — ^$1.50. 
[**fff$$]. 

All of Cortot’s musicianship, his 
abundant fund of fancy and knowl- 
edge are heard in microcosm in 
these lovely works. The recording is 
good. 

Romance in B flat minor. Conrad An-' 
sorge. D-zss^o — $.75. [*'^f$$]. 

A DULL performance, ineffectively 
transcribed. 



SCHUMANN 


371 


Romance in F sharp major. Rubinstein. 
/?"-i4946— $1. Bauer. S-soz 

-$i. P*f$$]. 

I MUCH prefer not only the flow and 
sentiment of Rubinstein’s playing 
but also its reproduced quality to 
that of Bauer. Part of the objection 
to the latter’s disk is the prominent 
amount of surface noise. 

Symphonic Etudes. Ed^ward Kilenyi. C- 
Set Xi 62— $2.50. [**ff$$]. 

If technique alone were the cri- 
terion of merit in a performance of 
this work Kilenyi could be credited 
with a substantial accomplishment. 
However, there is little savor or 
atmosphere in the music he creates, 
and the results, on the whole, are 

WORKS FOR 

Abendlied. Casals, cello. — ^$1. 

[*ff$$]. Piatigorsky, cello. 15-25139 
— $.75. [^ff$$]. Spalding, molin. V- 
1727 — $.75* [**ff$$]* Courhoin, or- 
gan. P-14279 — $1. [*f$$]. Victor 

String Ensemble. P-19854 — $.50. 
[**f$$]. 

Not more than a handful of music 
lovers or musicians would be able 
to identify the source of this familiar 

QUARTETS 

No. 1, in A minor. Roth String Quartet. 
C-Set 454 — $3-50* [**ff$$]* 

There is a nice blend of enthusiasm 
and skill in this performance, plus 
a brilliantly full quality of record- 
ing that adds much to the realism 
of the sound. It is occasionally gruff, 
but no more so than one would hear 
were he seated in the midst of an 
ensemble playing this or any other 
strongly scored quartet 


prosaic. The recording is quite 
acceptable. 

Toccata in C major. Simon Barer. P- 
14263—$!. [**ff$$]. Lhevinne. P- 
8766—$!. [*^ff$$]. 

In order to compress his version 
within a single record side Barer 
is incited to a furious tempo, but 
he attains the last chord without 
more scrambling than one would 
expect in a performance at normal 
tempo (such as Lhevinne’s). How- 
ever, it is a distinct impediment to 
the effect of the work to have it 
broken a page from the end, as 
Lhevinne does. The two recordings 
are about even in quality. 


TWO PIANOS 

melody— least of all, probably, the 
performers of the transcriptions 
above. The Casals is a good record- 
ing of a fine performance, the Piati- 
gorsky a bad one of a good per- 
formance, while the Spalding is 
capable in all the necessary respects. 
The ensemble and organ versions 
are equally undistinguished. 


FOR STRINGS 

No. 3, in A, opus 41. Lener String Quar- 
tet. C-Set 319 — $4.50. [**f$$]. 
Though Lener’ s violin is not so 
obtrusive in this performance as it 
generally is, the ensemble still is 
wanting in unity and strength. As 
for the justice to Schumann, it is 
only occasional and accidental, for 
the general approach is easygoing 
and unaggressive. In addition the 
reproduced tone is thin, lacking in 
sinew. 


QUINTET FOR STRINGS AND PIANO 


In E flat major, opus 44. Artur Schnabel 
and the Pro Arte Quartet. V-Set 267 
— $4.50. [**fff$$]. Sanromd and the 
Primrose Quartet. V-Set 736 — ^$4. 
[#**ff$$$]. 

“Dead-pan” is not a nice word nor 


an approved one in musical criti- 
cism, but it is exquisitely applicable 
to Sanromd’ s playing of this work. 
His tone is hard as nails and about 
as palatable. No doubt the quartet 
would perform quite differently with 
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another pianist, but the collabora- 
tion here is only fruitful for the 
exercise it gives to the engineers. 
This leaves a clear field for the 
finely savorous playing of Schnabel 
and the Pro Arte musicians, which 
does not assail the ears with the 
force of the competitive edition but 


is far more satisfying in what it 
achieves. Schnabel sees this work 
fresh and sees it whole — which 
means that the quartet is an integral 
part of the total. The recording is 
not overwhelming in quality, but it 
is sufficient to convey the music these 
men make. 


SONATAS 

PIANO 


In G minor. Mucha Levitzki. ^-8363-4 
— $2, [*ff$$]. Sascha Gorodnitzki. C- 
Set X186— $2.50. [**f$$]. 

The lack of personal attitude in 
Gorodnitzki’s playing, its depend- 
ence on mechanical alterations of 
pace and force for effect, are hardly 


suitable to a work as tempestuous 
and subjective as this. Levitzkies is 
far from an ideal interpretation, but 
it is clearly thought out and pro- 
jected without affectation. The re- 
cording has little vitality or ring. 


PIANO AND VIOLIN 


In A minor. Adolf Busch and Rudolf 
Serkin. V-Set 551— $2.50. [♦♦fff$$]. 
All those qualities of sympathy, 
knowledge, and sincerity that have 
made the reputation of Busch and 
Serkin an enviable one are mus- 


tered with superb efficiency in this 
performance. The sound of Busch’s 
tone is even less brittle than it ordi- 
narily is, and Serkin plays in, under, 
and around it with brilliant re- 
sourcefulness. 


SONGS (IN CYCLES) 

DICHTERLIEBE 


Complete set. Charles Panzerat bari- 
tone, and Alfred Cortot. V-Set 386 — 
$3.50. P^fff$$]. 

This will be a cherished possession 
of any music lover who comes into 
contact with it. The range of Pan- 
zera’s voice is not exceptional, but 
it is administered with extraordi- 
nary integrity, sense, and under- 
standing. Moreover, he is the rare 
singer who thinks of a song as an 
entity of voice and piano, and when 
the pianist is Cortot, that is an 
assurance of insuperable teamwork. 
The recording is very good. 

Im wunderschonen Monat Mai; Aus rneinem 
Tranen spriessen; Die Rose, die Lilie. 
Richard Tauber, tenor. £>-20349 — 

. $.50. [*ff$$]. 

These are considered together be- 
cause they are all included on a 
single record side. Tauber’s vocal 


resource is simply astounding, but 
the intensely feeling performance of 
the first is followed by an exceed- 
ingly sloppy one of the second. The 
recording is not good. 

Ich grolle nicht. Lehmann. D-20378 — • 
$.50. [*ff$$]. George Henschel. C- 
4129— $.75. [*f$$]. 

I CAN see little merit in the strident 
singing of Henschel, which is vir- 
tually voiceless and rhythmically 
unsteady. Lehmann’s performance, 
despite mediocre recording, is re- 
markable for its intensity and 
momentum. However, it is impeded 
by a shambling orchestral accom- 
paniment. 

Ich hab' im Traum geweinet. Tauber. £>- 
20347— $.50. [*^ff$$]. 

This is one of the better Tauber 
performances, lovely in tone quality 
and well-controlled. 
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FRAUENLIEBE 

Complete cycle. Isabel French, with 
George Reeves, piano. Ch^Set 5 — 
$4.25. Helen Trauhel with 

Coenraad V. Bosj piano. V-Set 737 — 
$ 3 * 75 * [**f$$]. Lotte Lehmann, with 
orchestra. jD-20411-4 — $2. 

One could scarcely encounter a more 
remarkable contrast than is provided 
by Traubel v^ith her considerable 
voice and inconsequential artistry, 
and French with her inconsequential 
voice and considerable artistry. 
However, neither is consistent in 
her qualities, for Traubel sings a 


UND LEBEN 

song or two well, whereas French’s 
‘^Du Ring am meinera Finger” is 
distinctly bad. So far as understand- 
ing, warmth, and poignance are con- 
cerned, Lehmann’s effort is of another 
order than these, but she is hampered 
by a ridiculous orchestral accompani- 
ment and miserable recording. How- 
ever, there is the promise almost 
immediately of a Lehmann version 
for Columbia with Bruno Walter at 
the piano, and that is the one to 
wait for, to consider, at least, before 
buying the French or the Traubel. 


LIEDERKREIS 


Complete set. Friedrich Schorr. V-Set 
430 -$ 3 . 50 . [^*ff$$]. 

This is more a reminiscence of 
Schorr’s superlative artistry and a 
reminder of the eloquent voice that 
was his than it is a comprehensive 
performance of the Liederkreis. 
There is a good deal of isolated in- 
sight and sensitivity in the collection, 
but Schorr no longer possesses the 
vocal strength to sustain such a song 
as “Waldesgesprach” or ‘‘Friihlings- 
nacht” However, there is still 
enough of Schorr’s reliable skill at 
his command to make the experience 
a cherishable one. The piano playing 
of Fritz Kitzinger is muffled and too 
far from the microphone. 

Waldesgesprcich. Lotte Lehmann, with 
Balogh, piano. F-1732 — ^$.75. 
[**fff$$]. 

An intensely moving performance, 
impelled by the richness of Leh- 
mann’s spirit. It is marred by the 
almost inaudible piano accompani- 
ment. 

Mondnacht. Tauber. JD-20347 — $.50. 
[*fff$$]. Elisabeth Schumann. F- 


14076—$!. P*f$$]. Bettendorf. D- 
25068— $.75. [*f$$]. 

No SINGER capable of so moving and 
controlled a performance as Tau- 
ber’s can be considered anything but 
a great artist. Here he is heard at an 
impressive best. The Schumann per- 
formance is chilly and unsteady, the 
Bettendorf effort companioned by a 
violin as well as piano. 

Schone Fremde. Povla Frijsh and Celius 
Dougherty. F- 16 149 — $1. [**fff$$]. 
A FINE equality of prominence is 
permitted for both the vocalist and 
pianist, merging in a performance of 
splendid artistry. The recording is 
good. 

FruhlingsRacht. Lehmann. ^'-1859 — ^$.75. 
[♦*ff$$]. Josef Lhevinne, piano. T- 
8766—$!. [♦ff$$]. 

Lehmann’s control of her voice here 
is not what it might be, but the sing- 
ing is extremely sensitive. Lhevinne 
uses the Liszt transcription and plays 
it calmly, coolly, and uncommunica- 
tively. The recording is not impres- 
sive. 


SEPARATE SONGS 


Alte Laute. Lotte Lehmann. F-1859 — 

$.75. [’^^ff$$]. 

This (and the Lehmann recording 
noted directly above) is a product 


of a later session than various other 
lieder performances of hers for Vic- 
tor. It is a good deal more represen- 
tative. Here she sings with lovely 
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vocal quality, fine exaltation of 
mood, and equitable support from 
the pianist. 

An den Sonnenschein. Lehmann fimth or- 
chestra» D-20377 — $.50. [*f$$]. 

This is a beautiful song and Leh- 
mann sings it well, but the chamber 
orchestra is a nuisance. The record- 
ing is poor. 

Auftrdge. Lehmann, jD-20375 — $.50. 

[*ff$$]. 

A TRULY affecting interpretation, and 
blessed by a piano, though it is but 
a tinkle on this recording. 

Die beiden Grenadiere. Herbert Janssen, 
baritone, F-15379— $1. [**fff$$]. 

Alexander Kifnis, bass. V-i^%zs — 
$1. Gerhard Hiisch, hart-, 

tone. D-20021 — $.50. [*ff$$]. Chalia- 
pin, bass. F-6619— •$!. [*f$$]. Tau- 
ber, tenor. D-25762 — ^$.75. [*f$$]. 
Henschel, baritone. C-9111 — ^$1. 
[*f$$]. Marcel Journet, baritone. V- 
6557 — $1. Reinald Werren- 

rath, baritone, r-6563 — $1. 

Just as the Janssen and Kipnis vir- 
tues stand out clearly above the 
others, so does the former tower 
over the latter. Janssen’s superb 
voice is controlled with impeccable 
taste here, and his conception of the 
song is imposing indeed. Kipnis also 
sings potently but spoils his per- 
formance with a curiously retarded 
treatment of the “Marseillaise” sec- 
tion. Hiisch’s intelligent effort is un- 
dermined by the orchestra that sur- 
rounds him, which is a fault also of 
the Chaliapin performance — sung, 
moreover, in Russian. Tauber per- 
forms with extravagant dramatics, 
and Henschel with a remarkable 
lack of voice. Journet’s voice is 
scarcely audible on this antique re- 
cording, and I have no more fond- 
ness for the French text he uses than 
for the ludicrous English one heard 
from Werrenrath. 

Du bist wie eine Blume. Lehmann. V- 
1859— $.75- [**fff$$]. The same. D- 
20376— $.50. [*ff$$]. Dorothea 


Helmrich, soprano. C-DBiass — ^$.75. 
[*ff$$]. 

The insuperable feeling of Lehmann 
for this song is paralleled by the 
superb vocal quality she summons on 
the first disk, one of her better re- 
cordings on Victor. The Decca ver- 
sion duplicates the eloquent concep- 
tion, but the recording is far inferior. 
There is little competitive merit in 
the Helmrich interpretation, which 
is sung in English. 

Fruhlings Ankunft. Ernst Wolff. C-9126 
— $1. [**f$$]. 

This may be a fine song, but the fact 
is closely concealed by Wolff’s un- 
pleasant voice. The recording is not 
good. 

Ich sende einen Gruss. Tauber. jD-20349 
—$.50. [*^ff$$]. 

Surprisingly good recording is only 
one of the satisfying details of this 
performance. Tauber sings with ex- 
ceptional restraint and lovely tonal 
quality. 

Kartenlegerin. Lehmann. V-iy%2 — $.75. 
[*fff$$]. 

Every detail of Lehmann’s virtuoso 
performance of this masterly song 
can be heard in this recording, 
though that clarity is costly to the 
piano accompaniment, which is 
scarcely audible. However, the arch- 
ness and humor of Lehmann’s sing- 
ing are amazing in themselves, 
though the whole falls short of com- 
plete justice to Schumann. 

Lied eines Schmiedes. Henschel. 67-4129 

-$.75. 

Whatever the merit of Henschel’s 
conception, very little of it emerges 
in this performance. Voice and re- 
cording are equally poor. 

Lorelei. Elisabeth Schumann. ^-1764 — 
$.75. [**ff$$]. 

Schumann sings this song (which 
has no relation to the celebrated 
Silcher one) with remarkable deli- 
cacy and charm. The recording is 
good. 

Lotosbiume, die. Janssen. ^-1931 — $.75. 
[**fff$$]. Lehmann. D-20377— 



SCHUMANN 


375 


$•50* Tauber, D~20^so — ^$.50. 

[*f$$]. 

Restraint and warmth are equally 
prominent in this brilliantly well- 
sounding performance by Janssen. It 
is far superior to the poorly re- 
corded versions of Lehmann and 
Tauber. 

Marienwiirmchen. Lehmann, /)-20377 — 
$.50. Pf$$]. 

Any Lehmann performance (espe- 
cially of a Schumann song) is 
preferable to none, but that is vir- 
tually the only distinction of this 
disk. 

Mein schoner Stern. Povla Frijsh. F- 
16149 — $1. [^*ff$$]. 

The resources of Frijsh’s voice are 
taxed by the range of this remark- 
able song, but her impelling con- 
ception is much to my taste. Celius 
Dougherty is her excellent pianist. 
Nussbaum, der. Marian Anderson. F- 
14610 — $1. [*^fff$$]. Tauber, D- 

20348 — $.50. [*ff$$]. Lehmann, jD- 

20375— iso* ['^f$$]* 

The vocal quality of Anderson is 
not ideal for this song, but she 
shades it masterfully to the needs 
of an almost perfect conception. 
However, the Tauber performance 
is most expressive also. He is ham- 
pered by poor recording, as Leh- 
mann is. 

Stdndchen. Elisabeth Schumann. /^-i764 
-$.75. [*^ff$$]. 

Schumann’s skill, her taste, and 
musicianship are beautifully unified 
in this performance. The recording 
is excellent. 

VOCAL 

An den Abendstern. Victoria Anderson 
and Viola Morris. (7-DB1233 — $.75. 
p'^f$$]. 

There is interest in the material, but 
the singing is suggestive of a church 
social. The recording is fairly good. 
Ich denke dein; Er und Sie; Familien- 
Gemdlde; So wahr die Sonne scheinet. 
Lotte Lehmann and Lauritz Mel- 
chior, V-Set 560— $2. [**f$$]. 


Viel Gluck zur Reise, Schwolben. Po‘vIa 
Frijsh. F-16149— $1. [«ff$$]. 

A HIGHLY commendable performance 
and well-reproduced. 

Wonderlied. Friedrich Schorr. T-7473 
— $1. [**fff$$]. Tauber. D-20350 — 
$.50. [*f$$]. 

This is a fortunate memento of 
Schorr’s voice in its prime — an 
eloquent testimonial of his warm 
understanding and sturdy musician- 
ship. The Tauber performance is 
shoddy indeed. 

Was soir ich sagen? Karl Erb. F-4402 — 
$.75* [**ff$$]. 

Erb sings competently but with little 
insight or excitement. The record- 
ing is good. 

Widmung. Herbert Janssen. T-1931 — 
$75 Tauber. Z)-20349 — 

$.50. [*f$$]. Lehmann. — 

$.50. [*f$$]. Eileen Joyce, piano. D- 
20246— $.50. [^ff$$]. 

For those who feel this Schumann 
song as deeply as Janssen does his 
performance will be a cherished 
possession. It is doubly so for the 
justice accorded to the pianist and 
the excellent reproduction of the two 
performances. Tauber sings ex- 
plosively and with little taste. Leh- 
mann’s version is altogether touch- 
ing, but marred by bad recording. 
The recording of Joyce’s excellent 
performance of the Liszt version is 
unsatisfying, but the playing is 
superb. 

Zigeunerliedchen. PVolff. 67-9126 — ^$1. 
[♦'►f$$]. 

Not recommended. 

DUETS 

Since Lehmann and Melchior ap- 
parently acquiesced in ’ the use of 
an unspeakable orchestration by 
Bruno Reibold in place of Schu- 
mann’s piano, the blame for it is as 
much theirs as Victor’s. The singing 
is swollen and overstressed, but 
that is a minor fault compared with 
the incongruity of the orchestration. 
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MISCELLANEOUS INSTRUMENTAL WORKS 


Fantasiestiicke, opus 73. Gregor Piati- 
gorsky, cello, and I<vor Newton, 
piano. C-69836— $1, [**ff$$]. 

The rich sound of Piatigorsky’s 
cello is zestfully supported by the 
excellent piano-playing of Newton. 
This is an important detail, for the 
musical interest is equitably dis- 
tributed between the two. The re- 
cording is very good. 

Romances. Leon Goossens, oboe, and 


Gerald Moore, piano. C-Set X160 — 
$z.50. [*^fff$$]. 

That such an instrument as the oboe 
can yield music of this quality will 
surprise many listeners, but it should 
interest them as well. Of course 
Goossens is an artist who could 
make the ocarina interesting, and he 
is absolutely absorbing in his bril- 
liantly tasteful playing of these 
gently sentimental pieces. 


SCRIABIN, ALEXANDER 


ORCHESTRAL WORKS 


Poeme d'Extase; Prometheus. Stokowski 
and the Philadelphia Orchestra. P'- 
Set 125— $4.50. [^*ff$$]. 

These performances date back to 
the “aureole” period of the Phila- 
delphia Orchestra, when the blazing 
halo of Stokowski’s coiffure was a 
beacon in a dark night of recording. 
Accordingly the performances re- 


main a good deal more faithful to 
the sound of an orchestra than most 
of the recordings contemporary with 
it. As for the performances, they 
are insistent, fluent, and irresistibly 
exciting. I should not care to go 
beyond this in judging their rela- 
tionship to Scriabin’s intentions. 


PIANO WORKS 

£TUDES 


In C sharp minor. Anatole Kitain. C- 
69569 — ^$1. [**ff$$]. Simon Barer. 
F-1721-- $.75. [**f$$]. M. Munz. D- 
20301— $.50. [*f$$]. 

I AM NOT partial to any of these, but 
the Kitain performance is the closest 
to a well-balanced disk. Barer’s 
playing is blurred and unemotional, 
Miinz’s well-styled but badly repro- 
duced. 

In D sharp minor. Brailowsky. F-18100 
— $1. [**ff$$$]. Barer. F-iyzi — $.75. 
[*ff$$]. Richard Zbllner. jD-20263 — 
$.50. [^f$$]. 

Although the price for the Brailow- 
sky performance is absurdly high (it 
covers merely a portion of a twelve- 
inch side), it is a better recording 
than either the Barer or the Zollner 
and at least as good a performance. 
Barcr^s fondness for the pedal im- 


pairs the results of his performance, 
whereas Zollner is unaided by his 
engineers. 

In F sharp minor. Katherine Ruth Bey- 
man, piano. FRM-zj — $1.75. [^ff$$]. 
I should not care to argue the ques- 
tion of style with this lady — her ideas 
on the subject sound much too defi- 
nite. However, there is a ceaseless 
grind on this and the other disk 
below which impedes appreciation of 
her strong effort. 

In Thirds. Szigeti, violin. C-68922 — $i. 
[**f$$]. 

There would hardly seem any im- 
perative need for a transcription of 
this morceau, and Szigeti’s perform- 
ance of it does not supply one. It is 
mussed and insecure, rough in tone, 
and thoroughly scrambled. 
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PRELUDES 


Opus n. No. 2 . Kitain, C-69569 — ^$1. 

A CREDITABLE performance, admir- 
ably reproduced. 

ROMANCE 

In A minor. Piatigorsky. F-8419 — $1. 

This line lends itself easily to the 

SONATA 

No. 5 / opus 53 . Heyman. jPjRM-26-27 — 

$3.75. 

This one sonata of Scriabin on rec- 
ords has its singular interest, if 
hardly its plural attractions. The 

WALTZ 

In A flat major, opus 38 . Richard 
Zollner. jD-20263 — $.50. [-f$$]. 

ZoLLNER plays competently, but the 


In F sharp major, opus 37 , No. 2 . Heyman, 
T 72 iW- 27 -$i. 75 . [*ff$$]. 

See previous entry under Heyman. 


cello, especially when the performer 
is Piatigorsky. His splendid tone is 
finely recorded. 

length of it permits Heyman a more 
extended exhibition of her skill, her 
affection for the idiom, though with 
no greater assistance from those 
who supervised the recording. 

recording sinks beneath the range 
of my symbols. 


SHOSTAKOVITCH, DMITRI 


ORCHESTRAL WORKS 

SYMPHONIES 


No. 1 . Rodzinski and the Cleveland 
Orchestra, C-Set 472 — $4.50. 
[**fff$$], Stokov^ski and the Phila’- 
delphia Orchestra. V-Set 192 — ^$5. 
[*^ff$$]. 

Given the inclination, one could 
write a history of the last tragic 
epoch in terms of these two albums — 
for the earlier one, by Stokowski, 
was issued when recognition of the 
Soviet Union was a new thing (c. 
1934) and the later one, by Rod- 
zinski, appeared just as Russia again 
became a welcome subject of dis- 
cussion in America. I am attracted 
to the Rodzinski not only for its 
wider range of orchestral fidelity, his 
warmer string texture, but also for 
the more pronounced musical flow 
in his treatment, its successful or- 

AGE 

Polka; Danse Russe. Julius Ehrlich and 
the Orchestre Symphonique of Paris, 
(7-17120 — $.75. [*^ff$$]. 

The robust humor of these works is 


ganization of phrases and pages that 
once seemed obscure. The Stokowski 
treatment is rich in detail, some of it 
relevant; and the recording, though 
a little weakish now, has a good deal 
more mellowness and sonority than 
some of the shrill, overbrilliant re- 
cording being done today. 

No. 5 . Stokovjski and the Phila^ 
delphia Orchestra. V-Set 619 — $6.50, 
[»*»ff$$]. 

Despite the citation above, this must 
be recognized as an even more de- 
sirable kind of recording — in which 
present-day clarity and fullness are 
combined with faithful suggestion of 
the original instruments. The per- 
formance is splendidly energetic, 
well-controlled, and steadily paced. 

D'OR 

insistently underscored by Ehrlich, 
whose tempos and accents are richly 
appropriate. The recording is good. 
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OCTETTE 

Two Pieces for Strings. Max Goberman The reproduction is thin, but the 

and the Ne<w York Sinfonietta. T- playing is musicianly. 

1300 — $1. 


PIANO PIECES 


Three Fantastic Dances. Grace Castag- 
netta. r-1305 — $1. [*ff$$]. 
Castagnetta treats these engaging 


pieces with fanciful resourcefulness, 
but the sound of the piano is not 
attractive. 


SIBELIUS, JEAN 


Items of the Sibelius Society (ftxthich listed in their alphabetical sequence 
are sold only in complete sets) are and identified as suck, 

CONCERTO 


For Violin and Orchestra, in D minor. 

Jascha Heifetz and the London Phil- 
harmonic Orchestra conducted by 
Sir Thomas Beec'ham, V-Set 309 — 
$4.50. [^*fff$$]. 

Certainly the esteem in which this 
work is currently held must be 
largely attributed to this recording, 
the first general circulation it ever 
had. Whether it will outlive the 
usefulness of these records is not 


my province to say, but certainly 
for the present it is an impassioned 
estimate of a score with many 
facets, a sensitized bringing to life 
in which the two interpreters are 
wholly and inseparably one. Heifetz 
plays with grave eloquence, im- 
pelled, no doubt, a little’ by the im- 
pulsive vigor of Beecham. The re- 
cording is splendid. 


INCIDENTAL MUSIC 


BELSHAZZAR'S FEAST 


Two excerpts. Robert Kajanus and 
the London Symphony Orchestra. 
V-Set 715— $2.50. [***ff$$]. 
Kajanus is obviously pleasured by 


the jingly orchestration of these 
pieces. The orchestra envelopes them 
with zest, and the reproduction of 
the two elements is brilliantly good. 


KING KRISTIAN II 


Ballad; Nocturne; ilegie; Musette. Star 
Symphony Orchestra conducted by 
Armas Jdrnefelt, D-25 198-25271- 

20067— $2, [**f$$]. 


Jarnefelt’s feeling for this music is 
incontestable, but it has little chance 
to assert itself against the dull, ill- 
balanced recording. 


KUOLEMA 


Valse Triste. Charles O^Connell and 
Victor Symphony Orchestra. F-36228 
— $-75* [**^ff$$]. Stokowski and the 
Philadelphia Orchestra. F-14726 — 
$1. [*^ff$$]. Eugene Goossens and 
unidentified orchestra. F-9926 — $1. 


[**ff$$]. Hamilton Harty and the 
London Philharmonic Orchestra. C- 
7322 —$!. [**ff$$], Frederick Stock 
and the Chicago Orchestra. V-6S79 
— $1. [*ff$$]. Dajos BSla Orchestra. 
D-25277— $.75. [**f$$]. Henry Wood 



SIBELIUS 


379 


and the Queen’s Halt Orchestra. D- 
20220 — ^$.50. [*ff$$]. Mischa Elman, 
violin. V~6%^6 — ^$1. \_^Hi%%'].Beecham 
and the London Philharmonic Or- 
chestra. V-Set 658— $7,50. 
Considering its price and the char- 
acter of this work, the O’Connell 
performance (which suggests ex- 
periment with a new recording 
technique, and superb results there- 
from) is ray recommendation. O’Con- 
nell has the subtleties of this score 
firmly in hand, and they are beau- 
tifully executed by the excellent or- 
chestra. The Stokowski performance 
is more agitated but no better re- 
corded, while those of Goossens, 


Harty, and Stock are about equal in 
their application of a conventional 
approach. The three recordings are 
also similar in recorded quality. 
Those who prefer this morsel as 
dinner music will find it efficiently 
served by the Dajos ensemble. 
Wood’s, however, is poorly repro- 
duced. The Elman performance of 
Franko’s transcription is surpris- 
ingly restrained, although the work 
is ill-suited to the solo violin. Why 
this item should be included in a 
“Society Set” (considering the 
abundant recordings of it) is in- 
credibly mysterious to me and, no 
doubt, to Beecham too. 


PiLLEAS ET MIUSANDE 

Three excerpts. Beecham and the Lon- This is included in Sibelius Society 

don Philharmonic Orchestra. V- Set No. 6 and is not available sepa- 

Set 658— $7.50. [**fff$$]. rately. 


THE TEMPEST 


Berceuse; Oak Tree; and Humoresque. 

Beecham and the London Philhar- 
monic Orchestra. V-Set 446 — $7.50. 
[**fff$$]. Berceuse only. Stokowski and 
the Philadelphia Orchestra. V-14.J2S 
— $ 1 . [**fff$$]. Prelude. Beecham 

and the London Philharmonic Or- 
chestra. V-Set 658 — $7.50. [**fff$$]. 


Since the excerpts credited to 
Beecham are available only as part 
of Sibelius Society Sets, the Stokow- 
ski performance is the single item 
procurable by itself. It is a stunning 
job of recreation and an equally im- 
pressive recording. 


ORCHESTRAL WORKS 


The Bard. Beecham and the London 
Philharmonic Orchestra. V-Set 658 — 
$7.50. [**ff$$$]. 

A SECTION of Society Set No. 6, not 
available separately. 

Berceuse. Stor Symphony Orchestra 
conducted hy Armas Jdrnefelt. D- 
20067 — ^$.50. [*f$$]. 

A WEAK piece, poorly recorded. 

Canzonetta, opus 62a. Dr. Frank Black 
and the NBC String Orchestra. V- 
12097 — $ 1 * [**ff$$]. Louis Bailly di- 
recting the Curtis Music Ensemble, 
F- 1 2440 — $1. [**f$$]. 

To THESE ears the players of Black’s 
ensemble are superior to the Curtis 
musicians, possessed of more tone 
quality and better discipline. The 


performance of the former is also 
more interesting. 

Festivo. Beecham and the London Phil- 
harmonic Orchestra, 67 - 68 $ 90 — ^$1. 
[*^fff$$]. 

Beecham does a lively job of this 
score, as propulsive as the music 
requires, which is considerable. The 
reproduction is formidably loud. 

Finlandia. Artur Rodzinski and the 
Cleveland Orchestra. C-111.78 — $1. 
[**fff$$]. Victor Symphony Or- 
chestra, with no conductor specified. 
^-36227 — $.75. [^**ff$$]. Beecham 
and the London Philharmonic Or- 
chestra. 67-69180 — $1. [**ff$$]. Or- 
mandy and the Philadelphia Or- 
chestra, V-l^^ol — ^$1. [*^*ff$$]. Sto- 
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ko<wski and the Philadelphia Or- 
chestra, F-7412 — $1. [*ff$$]. Dr, 

Frieder W eissmann and an un- 
identified orchestra, i)-254i8 — $.75. 
[*£$$]. 

Among the churnings and roarings 
of these interpretations there seems 
the greatest impact and sincerity in 
the forthright, muscular one of 
Rodzinski. It is not so ear-filling as 
the Ormandy, perhaps, but it has 
much more compulsion. The version 
by the unidentified conductor on 
Victor’s Black Label is a distinct 
bargain, forcefully played and 
splendidly reproduced. Beecham 
offers a little too much sobriety for 
the best justice here, but his or- 
chestra plays well and it is equitably 
recorded. The Stokowski is one of 
the earliest versions of this work on 
records and no longer the marvel 
it once was. Amidst all this splendor 
the dull, unpersuasive performance 
under Weissmann is almost forlorn.- 

Karelia: Intermezzo. Walter Goehr and 
the London Philharmonic Orchestra, 
J^-12830 — $1. [**ff$$]. Ka]anus and 
symphony orchestra, C7-67837 — ^$1. 

. [*ff$$]. 

“Serviceable” is the word for 
Goehr’s performance of this score, 
which he urges along at a proper 
pace. The recording is excellent. 
Kajanus is not so fortunate in his 
reproduction (on the final side of 
the Sibelius 2nd symphony), though 
the intentions in the performance 
are sensible enough. 

Alla Marcia. Goehr and the London 
Philharmonic Orchestra, F-12830 — 
$1. [**ff$$]. Kajanus and symphony 
orchestra. C-67848 — $1. [*ff$$]. 

The words above are suitable for 
this work also, though the Kajanus 
performance here is on the final 
side of the Sibelius ist symphony. 

In Memoriam. Beecham and the London 
Philharmonic Orchestra. V-Set 658 — 
$7.50. P*ff$$]. 

Included in Sibelius Society Set No. 
6 and not available separately. 


Lemminkcilnen's Homeward Journey. Or- 
mandy and the Philadelphia Or- 
chestra. F-17703 — $1. [^^*ff$$]. 

Beecham and the London Philhar- 
monic Orchestra. V-izzi^-zo — ^$2. 
[**ff$$]. 

The intricacies of this score are 
whipped out with extraordinary 
effect by Ormandy, aided by a 
perfectly responsive orchestra. All 
the virtues of the performance are 
impressively reproduced, Beecham’s 
performance has its merits, but the 
recording is a little muffled. 

Maiden with the Roses. Kousse^itzky and 
the Boston Symphony Orchestra. V- 

14355— $1- [^’^ffSS]. 

An excerpt from the Swan-White 
suite, played with characteristic care 
and imagery by Koussevitzky. The 
recording is very satisfying. 

Night-Ride and Sunrise; The Oceanides. 
Adrian Boult and the BBC Or- 
chestra. V-Set 3 II — $3.50. [**ff$$]. 
Boult leads these works with excel- 
lent sobriety and emphasis. How- 
ever, the impressionism of the scor- 
ing would be more tangible were 
the recording more cleanly defined. 

Pohjola's Daughter. Koussewtzky and 
the Boston Symphony Orchestra. V- 
15022-3 — $2. [**ff$$]. 

A SENSITIVE, warmly colored per- 
formance, very well reproduced. 

Rakastava. Black and the NBC String 
Symphony Orchestra. ^-12231-2 — $2. 
pff$$]. Boyd Neel String Orchestra, 
D-2S730-I— $1.50. [*ff$$]. 

There is more than a suspicion of 
NBC’s baleful studio 8-H in this re- 
production. Whatever the cause, the 
glassy string tone, the lack of luster 
and sensuousness are a blight on 
Black’s careful interpretation. How- 
ever, the results are still preferable 
to those achieved by Neel, whose 
orchestra is ill-treated on these 
disks. 

Romance in C, opus 42. Sir Adrian Boult 
and the strings of the BBC Orchestra. 
r-13499— $1. Boyd Neel 
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and his String Orchestra. D-2 sSsj — 

$.75. 

The strongly marked performance 
of Boult and his excellent group is 
better reproduced than the musicianly 
one by Neel. In addition to the larger 
group of strings at his disposal, 
Boult imparts more nuance to the 
playing than Neel does. He also has 
the advantage of less obtrusive 
surfaces. 

Saga, en. Eugene Goossens and an un- 
identified orchestra, ^-9925-6 — $2. 
[*ff$$]. Beecham and the London 
Philharmonic Orchestra. V-Set 658 — 
$7.50. P*fff$$$]. 

Goossen’s musicianship is the prin- 
cipal support of this performance. 
The technical execution is good, but 
the reproduction is shallow and 
poorly balanced. The excellent ver- 
sion by Beecham is not available 
separately. 

Swan of Tuonela, the. Ormandy and the 
Philadelphia Orchestra. ^-17702 — 
$1. [**^ff$$]. Stock and the Chicago 
Symphony Orchestra. (7-11388 — $i. 


[**ff$$]. Stokowski and the Phila- 
delphia Orchestra. ^^-73 80 — $1. 
[**ff$$]. 

The exceptional realism and defini- 
tion of this recording by Ormandy 
are compelling reasons for its rec- 
ommendation, even though the per- 
formance is not sharply superior to 
those of Stock and Stokowski. How- 
ever, in a work whose values are 
so intimately pictorial, that is a 
substantial virtue indeed. Consider- 
ing the newness of the Stock record- 
ing the reproduction is distinctly 
disappointing. Stokowski’s older per- 
formance is inferior in fidelity to 
both of the others. 

Tapiola. Serge Kousse*vitzky and the 
Boston Symphony Orchestra. V-Set 
848— $2.50. [***fff$$]. 

It is fortunate indeed that the strong 
feeling of Koussevitzky for this score 
has been utilized for its first Ameri- 
can issue, and the first one generally 
available (the previous one was part 
of a restricted issue). The recording 
is eminently Bostonian. 


SYMPHONIES 


No. 1 in E minor. Robert Kajanus and 
an unidentified orchestra. C-Set 151 
— $5.50. [*ff$$]. Ormandy and the 
Minneapolis Symphony Orchestra. 
V-Set 290— $5.50. [**f$$]. 

Kajanus’ performance does not leap 
out from the grooves as Ormandy’s 
does, but its very modesty and un- 
pretentiousness are qualities more 
suitable to Sibelius. The gesture- 
some insistence of Ormandy soon be- 
comes thoroughly boring. 

No. 2 in D major. John Barbirolli and 
the New York Philharmonic-Sym- 
phony Orchestra. C-Set 423 — ^$5.50. 
[**ff$$]. Koussevitzky and the Bos- 
ton Symphony Orchestra. V-Set 272 
— $6. [*'^ff$$], Kajanus and an un- 
identified orchestra. C-Set 149 — 
$5.50. [*ff$$]. 

I WOULD not contend that the Bar- 
birolli is a completely satisfying 
choice, either as performance or re- 


cording; but it fulfills the latter 
ideal to a larger extent than either 
of the alternatives. The playing of 
the Philharmonic lacks the finesse of 
the Boston band, but in order to 
hear points that Koussevitzky makes, 
the volume level must be increased 
to a point at which the surface sound 
is distinctly annoying. The Kajanus 
performance is dwarfed by both. 

No. 3 in C major. Kajanus and the Lon- 
don Symphony Orchestra. V-Set 394 
-$7.50. [**ff$$]. 

Included in Sibelius Society Set 
No. 2 and not available separately. 

No. 4 in A minor. Beecham and the 
London Philharmonic Orchestra. V- 
122x5-19 — $5. [^*fff$$]. Stokowski 
and the Philadelphia Orchestra. V- 
Set 160 — $4.50. [**ff$$]. 
Architecturally as well as acous- 
tically the Beecham version has 
much more durability than the Sto- 
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kowski. The latter retains a good 
deal of robustness and resonance 
despite its years in the catalogue, 
but I find the Beech am more per- 
suasive, more penetrating, and more 
affecting. 

No. 5 in E flat Koussemtzky and the 
Boston Symphony Orchestra, V- 
15019-22 — $4. 

Koussevitzky’s affection for this 
score is intimately conveyed by the 
lovely flexibility of his conducting, 
the rise and fall of emphasis, the 
fine curve of outline that can be 


discerned from start to finish. All 
these traits are expressed in a re- 
cording of fine sheen and tonal rich- 
ness. 

No. 6 in D minor. Georg Schneemigt 
and the Finnish National Symphony 
Orchestra, V-Set'^^ — $7*5o. [**ff$$]. 
Included in Sibelius Society Set No. 
3 and not available separately. 

No. 7 in C major. Koussevits^ky and the 
BBC Symphony Orchestra. V-Set 394 
-$7.50. [**fff$$]. 

Included in Sibelius Society Set No. 
2 and not available separately. 


QUARTET FOR STRINGS 

Voces Intimae. Budapest String Quar- Included in Sibelius Society Set No. 

tet, V'Set 344— $7.50. [**fff$$]. 3 and not available separately. 

SONGS 


Aus banger Brush Marian Anderson. F- 
2I46—$.75- 

Despite the indistinctness of the Ger- 
man text used by Anderson, she 
forms the line of the song appeal- 
ingly. The recording is good. 

Come Away, Death. Marian Anderson, 
^-i8o9~$.75* P*ff$$]. 

No doubt the heaviness of Ander- 
son^s voice is suitable to this subject 
and its setting, but I find both ex- 
aggerated. 

Flickan kom. Anderson, r-1766 — ^$.75. 
[**fff$$]. 

A WARMLY expressive performance, 
admirably reproduced. 

Langsamt som Kvallsskyn. Marian An- 
derson. F-214.6 — ^$.75. P*fff$$]. 

The curious Orientalism of the 
melodic writing is sensitively con- 
veyed by Anderson, who also man- 
ages the climax with remarkable 


breadth and vocal freedom. She 
sings in Swedish, and the reproduc- 
tion is good. 

Saf, Saf Susa. Anderson. F-1766 — ^$.75. 
[**fff$$]. Jussi Bjorling. 

$.75. [**ff$$]. 

Anderson’s performance is an epit- 
ome of her art— warm, tender, un- 
derstanding. Even without regard 
for its lullaby character, the music 
is more justly treated by her than 
by Bjorling. His is by no means bad, 
but it is short of her standard. 
Svarta Rosor. Jussi Bjorling, i^-453i — 

$.75. [**fff$$]. 

One of Sibelius’ most affecting songs, 
and one I would wager I had heard 
on disks before, though I cannot 
track it down in an available cata- 
logue. Bjorling’s performance is 
lyrically eloquent, the reproduction 
of it good. 


MISCELLANEOUS INSTRUMENTAL WORKS 

HARP 

Pastorale. Mildred Dilling, — panicd by a surface scratch that dis- 

$.75. [*f$$]. torts the effects Dilling strives for. 

The solo instrument is busily accom- Not recommended. 

VIOLIN 

Danse Champetre; Romance. Emil Tel- musicianship and competent tech- 
manyi, F-8829 — $1. [**ff$$]. nique. However, Telmanyi’s tone is 

Both pieces are played with good smallish and sweetish. 
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VIOLONCELLO 


Malinconia, opus 20. Louis Jensen, nmih 
Galina Werschenskya, piano, 
17920— $1. 

Who Louis Jensen may be, I cannot 
say, but he is plainly a ’cellist of 


impressive attainments. He sings 
this music with a tone meaty but not 
harsh, and especially resonant in the 
bottom range of the instrument. Both 
instruments are finely reproduced. 


SINDING, CHRISTIAN 


Rustle of Spring. Hans Barth. ^-20121 
— $.50. [**ff$$]. Marthe Rennesson. 
D-20616 — ^$.50. [*f$$]. W eissmann 
and symphony orchestra. Z)-20453 — 
$.50. [*f$$]. Bohemians. C-410 — ^$.75. 

The Barth performance is the only 
one of these that can be discussed 
critically, for the others are self- 
conscious and exaggerated. His 
piano hardly carries one away, but 
the playing is orderly and unaffected. 
Both the Rennesson and Weissmann 
efforts are afflicted with unbearable 


surface scratch. The playing of the 
Bohemians is overpriced, but the 
performance, as such, is the kind 
that one would hear only in ex- 
pensive cafes. 

Skreg en Fugl, der. Rovla Frijsh. V-2oy^ 
—$.75. [**ff$$]. 

Hardly more than a few revolu- 
tions of the turntable are required 
for this song, but within that space 
Frijsh manages to convey both the 
essence of the song and a clear pic- 
• ture of her artistry. Both are well- 
reproduced. She sings in Norwegian. 


SMETANA, BEDRICH 


OPERAS 

DER KUSS 

Wiegenlied. Elisabeth Schumann. V~ she sings it affectionately. The or- 
1839 — ■[♦*ff$$]. chestra is satisfactory, the recording 

The singer’s vocal quality is beau- excellent, 
tifully suited to this little aria, and 


DIE VERKAUFTE BRAUT 


Complete opera. Otakar Ostrcil con- 
ductings the orchestra and chorus of 
the Prague National Opera, vsith 
Ada Nordenovd (Marie), Vladimir 
Toms (Hans), Jan Konstantin 
(Kruscina) , Emil Pollert (Kezal), 
and Jaroslav Gleich (Vasek). V-Set 
193— $16. p*ff$$]. 

It is not inconceivable that at some 
blessed time in the future, when 
Prague is again Praha, this record- 
ing will serve as a guiding light for 
a gala reopening of the Czech 
National Theater. It is tradition in- 
carnate — but tradition enlivened by 
the vitality and enthusiasm of the 


performers, their enjoyment in the 
work, and their pride in being per- 
mitted to perform it definitively on 
records. Considering all these fac- 
tors, it is comparatively unimportant 
that one voice is better than an- 
other; certainly one could not excel 
the group effect of this performance, 
spurred on by the relentless energy 
of Ostrcil, supported by as fine a 
chorus as one could hear on records. 
The recording has lost some of its 
vernal clarity, but it remains dis- 
tinctly good. The Bohemian text is 
used, of course. 

Overture. Arthur Fiedler and the Bos- 
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ton *^Pops** Orchestra. ^-4498 — $.75. 

Barbirolli and the Ne*w 
York Philharmonic-Symphony Or- 
chestra. C-19003 — $.75. [*ff$$]. 

Stock and the Chicago Symphony 
Orchestra. ^-1555 — $.75. [*f$$]. 
Harty and the London Philharmonic 
Orchestra. C-73I4 — $1. 

The forthright, energetic perform- 
ance of the Boston “Pops’’ Orchestra 
has the best balance of merits in 
this group of records. Barbirolli’s 
conception is altogether respectable, 
but the recording is almost sensa- 
tionally bad. It has fine clarity in 
certain details, but the relationship 
of them is remarkably unbalanced. 
Stock’s genial performance is offset 
by hollow, lusterless recording, and 
the Harty effort is similarly un- 
favored. 

Three Dances. Howard Barlow and the 
CBS Orchestra. ‘ C-71049 — $1. 

[*ff$$]. 

I DO not care for the flat, unresonant 
sound of the recording, but Barlow 
leads the music with a lively sense 
of style. 

Polka. Ormandy and the Minneapolis 
Symphony Orchestra. ^-8694 — ^$1. 
[**ff$$]. 

For some inscrutable reason this 
disk bears the inscription “Arr. by 
H. Riesenfeld.” It has always been 
my impression that Smetana was a 
f^ir orchestrator, but this may 
simply mean that the task of cross- 
ing out the choral parts was as- 
signed to Riesenfeld. The recorded 
sound is big and brassy, the play- 
ing highly spirited. 

Furiant. Ormandy and the Minneapolis 
Symphony Orchestra. V-ij 6 i — $.75. 
.[*^f$$]. 

The two Ormandy disks in this list 
parallel the contents of the single 


Barlow one. I prefer the older disks 
(Ormandy’s) for the better orches- 
tral sound, even at the higher cost. 

Wer in Lieb' entbrannt Eugen Fuchs, 
basso, and Charles Kullmann, tenor. 
U-9096— $1. [■’'*fff$$]. Michael 

Bohnen, basso, D-25810 — $.75. 

[’^f$$]. 

By some transitory magic this ver- 
sion by Fuchs and Kullmann re- 
mains as vital and resonant as the 
day on which it was made. Both 
singers are splendid in their parts. 
(Fuchs, in particular, sings with 
astonishing richness), and tte re- 
cording is remarkably bright and 
resonant. Bohnen forces his voice 
constantly, and the tenor part is 
virtually ignored in his version. 

Dance of the Comedians. Ormandy and 
the Minneapolis Symphony Or- 
chestra. ^’-8694 — $1. [**ff$$]. 

The playing is vivacious in a rather 
lumbering way, forcefully accented 
and reasonably well-reproduced. 

Circus March. Bohemians, led by G. 
Walter. C-263— $.75. [*’^ff$$]. 
Walter’s* performing group is small, 
but the men play with zest and 
fancy. The arrangement includes a 
piano, but the spirit of Smetana is 
respected. It is also a successful re- 
cording. 

Noch ein Veilchen, Marie. Erna Berger, 
soprano, and E. Zador, W. Gross- 
man, E. Ruziczka, W. Beck, and E. 
Fuchs. C-9096 — $1. [**ff$$]. 

This is the companion side to the 
Fuchs-Kullmann performance com- 
mended above and equally unex- 
pected as a tribute to the high qual- 
ity of the best recording that was 
being done early in the ’thirties. 
The solo singing of Berger is very 
tasty, and the ensemble is excellent. 


ORCHESTRAL WORKS 

MA VUST 

No. 2, Die Moldau. Rafael Kubelik con- Bruno Walter and the New York 

ducting the Czech Philharmonic Or- Philharmonic-Symphony Orchestra, 

chestra. V-izszo-i — ^$2. [**fff$$]. C~Set Xzii — $2.50. [***'’fff$$]. Blech 
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and the Berlin State Opera Orches- 
tra. T- 1 1434- 5 — ^$2. [*ff$$]. Mbrike 
and a symphony orchestra. D-2S20S- 
4 --$i. 50 . [*ff$$]. 

Whether the depth and fervor of 
Smetana’s work is wholly in the 
score or draws upon the listener’s 
sympathies for part of its effect I 
cannot say, but both Kubelik and 
Walter make moving music out of 
it. There is a little more incisiveness 
and rhythmic accent in the Kubelik 
performance, but the Walter has 
lovely warmth of feeling and is a 
little more amply recorded. It is the 
one I would prefer to own, though 
the Kubelik, in combination with 
No. 4 below, is a very attractive 
acquisition. Blech has a fine feeling 
for the score, but he has slight as- 
sistance from the engineers. Simi- 
larly, it would be pleasant to pay 


a tribute to Morike and one of 
the few recordings by him still 
in circulation, for he was prob- 
ably the first conductor to have his 
name on a complete symphony in 
an album, all of sixteen years ago. 
However, this performance might 
well date from that period, for it 
is a very tubby recording, without 
breadth or realism. 

No. 4 , From Bohemia's Meadows and 
Forests. Kubelik and the Czech PhiU 
harmonic Orchestra. P-izszi-2 — $2. 
[**fff$$]. 

The qualities of sensitivity and un- 
derstanding noted in Kubelik’s per- 
formance of ^‘Die Moldau” are 
equally inherent in the attractive- 
ness of this work. The orchestral 
playing is soundly disciplined and 
well-reproduced. Both works are 
included in V-Set 523 — $3.50. 


PIANO WORK 

Polka in F sharp major. Felix Dyck. D- is not well-served by either the per- 
20229 — $.50. [*f$$]. formance or the recording of it. The 

Unfortunately this engaging piece surface sound is bad also. 


QUARTET 


Aus der Heimat. Curtis String Quartet. 
C-Set 405 — $4.50. [**fff$$]. Prim- 
rose Quartet. V-Set 675 — $4. [**ff$$]. 
There are many qualities common 
to these performances — the insistent 
energy of the players, the warm un- 
derstanding of the composer’s in- 


tentions, the technical discipline of 
the ensembles. However, there is a 
margin of intensity, of vigor and 
enthusiasm in the Curtis perform- 
ance that is truly exceptional — and 
for that reason it earns my prefer- 
ence. Both recordings are excellent. 


MISCELLANEOUS INSTRUMENTAL WORKS 


Aus der Heimat, II. Nathan Milstein, 
molin. (7-68480— $1. [**ff$$]. 
Milstein’s chilly, standoffish treat- 
ment of this music is hardly com- 


plementary to its character, his 
technical facility must be acknowl- 
edged, but there is little else to ad- 
mire. 


SMITH, JOHN CHRISTOPHER 
(HARL McDonald) 


Miniature Suite. Arthur Fiedler and his 
Sinfonietta. V-Set 609 — $2. [**ff$$]. 
Harl McDonald’s thoughtful essay 
in the style of Handelian music is 


performed with clarity and appro- 
priate fluency by Fiedler. The 
quality of the ensemble tone is espe- 
cially satisfying. 
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SOWERBY, LEO 


Comes Autumn Time. H onward Hanson 
conducting the Eastman-Ro Chester 
Symphony Orchestra, F-2058 — $.75. 

What can be done by enthusiasm 
and vigor to the benefit of this work 
is contributed without stint by 
Howard Hanson. The orchestra 
plays well, and it is strongly re- 
produced. 


Irish Washerwoman. Victor Symphony 
Orchestra, F-22131 — $.50. [*f$$]. 

Ormandy and the Minneapolis Sym- 
phony Orchestra. F-1761 — ^$.75, 

There is nothing in the Ormandy 
version that is not provided by the 
cheaper one. Neither is a remark- 
able specimen of recording, which 
limits the range of choice still more. 


SPOHR, LUDWIG 


Concerto No. 8. Albert Spalding and 
the Philadelphia Orchestra con- 
ducted by Ormandy. V-Set 544 — 
$2.50. [**ff$$]. 

Spalding plays this work with more 
affection than one would believe 
accessible to a violinist who had en- 
gaged its patterns as a student. 
However, Spalding plays the music 
creatively, with fine fluency and 


many stylistic subtleties*. The record- 
ing of his tone is somewhat wiry, 
but the orchestra emerges with fine 
clarity and force. 

Lord God of Heaven. Choir of the Tem- 
ple Church, London. ^-4286 — ^$.75. 
[*ff$$]. 

The performance is thoughtful, but 
the recording is echoey. 


STRAUSS, EDUARD 


Doctrinen Walx. Fiedler and the Bos- 
ton **Pops” Orchestra, r-12428 — ^$1. 
[**ff$$]. 

The well-chosen tempo heard from 
Fiedler in this waltz, the sensitivity 
and taste of his dynamics are merely 
foreshadowings of his exceptional 
flair for the music of the Strausses, 
which will be frequently commended 
in the succeeding pages. The record- 
ing is good. 


Bahn frei. Johann Strauss Orchestra, 
D-20243 — $.50. [*f$$]. 

The expectations that may be raised 
by the glamorous name of this or- 
chestra are hardly fulfilled by the 
performance. However, it is suffi- 
cient to suggest the charm and live- 
liness of the music. 


STRAUSS, JOHANN, SR. 

' - 


Radetzky March. Blech and the Berlin 
State Opera Orchestra. JF-4127 — 
$.75. [*ff$$]. Victor Salon Orches- 
tra. r-9994 — $1. [**ff$$]. Vienna 
Choir Boys. F-1910 — $.75. [**ff$$]. 
The reproduction of Blech’s per- 


formance is an unfortunate travesty 
on its liveliness and zest. This is not 
merely ordinary recording ; it is 
truly disgraceful. There is a much 
better performance in the medley 
noted above, but it is not the only 



STRAUSS 


387 


music on V-9994. The Choir Boys Strauss’s orchestration, but the spirit 

sing with saucy lightness and pre- is marvelously approximated. It is 

cision. The transcription is far from also well-recorded. 

STRAUSS, JOHANN 


OPERETTA EXCERPTS 

DIE FLEDERMAUS 


Overture. Bruno Walter and the Paris 
Conservatory Orchestra, — 

$1. [***fff$$]. Walter and the Ber^ 
lin State Opera Orchestra, C7-9080 — 
$1. [*fff$$]. Ormandy and the Min- 
neapolis Symphony Orchestra. V- 
8651 — $1. [**ff$$]. Artur Bodanzky 
and an unidentified orchestra. D- 
25081 — $.75, [*ff$$]. Victor Sym- 
phony Orchestra. V-ZS 9 S^ — ^$- 75 - 
[**f$$]. Dajos Bela Orchestra. D- 
25154— $.75. Pf$$]. 

In the first of the two versions 
noted above, Walter achieves the 
incredible feat of making a French 
orchestra play Strauss with all the 
zest and justice of his beloved Vienna 
Philharmonic. Add to this the suav- 
ity of the Parisian strings and the 
excellent wood winds, and the con- 
sequence is a recording of irresistible 
spirit. The same sentient qualities 
are present in the Walter-Columbia 
disk, but in no such physical glory. 
Ormandy’s effort has abundant en- 
ergy and more than a little appro- 
priate style, but not the rhythmic 
snap of either Walter performance. 
Bodanzky’s surprisingly sympathetic 
interpretation is based on a real 
affection for the music, but neither 
the recording nor the surfaces are 
a boon to him. The additional ver- 
sions are equally routine, though the 
Victor one is tolerably well recorded. 

Mein Herr, was dachten Sie? Lotte Leh- 
mann <with orchestra conducted hy 
Frieder W eissmann. Z)-2028o — $.50. 
[^^fff$]. 

This and the other Strauss disks in 
which Lehmann performs are a stun- 
ning example of an understanding as 


genuine as it is far-reaching. She 
sings this music with every bit of the 
comprehension and care that she be- 
stows on a Schumann or Schubert 
lied and with an amount of rhythmic 
ilan that is truly astonishing. Here 
she has the benefit of sound record- 
ing and a well-paced orchestral ac- 
companiment. 

Czardas: KIdnge dcr Heimat. Lehmann, 
twith orchestra conducted hy W eiss- 
mann. D-202Z0 — $.50. [**fff$]. Reth- 
herg. V-^^^s—%^• Pff$$]. 

Rethberg sings with fair style and 
more than average vocal quality, but 
there is nothing in her performance 
to compare with the breadth and 
fervor of Lehmann. 

Finale, Act II. Lehmann, Tauber, Bran- 
zell, and others, voith orchestra con- 
ducted by W eissmann. X)-29oi5 — ^$1. 
[*ff$$$]. 

Though the recording offsets most 
of the merit that one anticipates from 
such singers as these, and the price 
is exorbitant for such inferior re- 
production, it will be difficult for 
Straussophiles to. resist the spirit and 
excitement in the performance. In- 
deed the investment would be justi- 
fied merely for the pleasure of 
hearing Tauber’s voice in “Briider- 
lein.” 

Briiderlein. Vienna Choir Boys. F-igii 

-$.75. [^*ff$$]. ^ 

The charm here is strictly synthetic, 
produced by the interaction of the 
lovely music and the piping sweet- 
ness of the boys’ voices. The arrange- 
ment, with piano accompaniment, is 
far from the composer’s conception. 
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Du und du Walzer. Stock and the Chu ance, beginning with outmoded re- 

cago Symphony Orchestra, ^-1481 — cording and continuing with the 

$.75. [^f$$]. beatless conducting and the dutiful 

This is a completely tired perform- playing of the orchestra. 

INDIGO 


Tausend und eine Nacht Wolzer. Clemens 
Krauss and the Vienna Philharmonic 
Orchestra, ^-9990 — $1. [**fff$$]. 

W eingartner and an unidentified or- 
chestra, — $1- [*ff$$]. 

Add the name of Krauss to those 
previously cited for their sympa- 
thetic, musicianly feeling for the 
works of Johann Strauss. There is a 
beautiful sweep and genuine feeling 
in his playing of this waltz, which is 
in all respects satisfying save for a 
slight weakness on the top of the 
orchestral register. It remains pref- 
erable to the Weingartner version, 
which is nevertheless an admirable 
job. 

EINE NACHT 

Lagunen Wolzer, opus Fiedler and 
the Boston **Pops'^ Orchestra. F-4480 
— $*75* [**fff$$]. Wiener Bohlme 
Orchestra. D-20305 — $.50. -[*ff$$]. 
Marek W eh er and orchestra. V-^6o$s 
—$.75. [**ff$$]. 

One can almost see the ^ beat of 
Fiedler in this performance, so in- 

WIENER 

Wolzer. Fritz Reiner and the Pittsburgh 
Symphony Orchestra, C-11579 — ^$1. 
[**fff$$]. Ormandy and the Phila- 
delphia Orchestra. V-i%oSo — ^$1. 
[***£$$]. Kousse<vitzky and the Bos- 
ton Symphony Orchestra. ^-6903 — 
$1. [**f$$]. Da]os Bela Orchestra. 
29-25153— $.75. [*f$$]. , 

Both as recording and performance 
the Reiner disk is as astonishing as 
it is welcome. His pace for the music 
is beautifully chosen, the reproduc- 
tion of the effects Reiner achieves 
remarkably acute. It is perhaps ex- 
ceeded in volume by Ormandy, but 
the latter adds an element of garish- 
ness ill-suited to the material. 
Koussevitzky’s is not attractive 


Intermezzo. Blech and the Berlin State 
Opera Orchestra. V-ii^io — ^$1. 
[**ff$$]. Otto Dobrindt conducting 
an unidentified orchestra. D-zo^oy — 
$.50. [*ff$$]. 

The Blech job is tastefully super- 
vised, warmly phrased, and deftly 
nuanced. Dobrindt also knows his 
way around these patterns, but he 
is hampered by bad recording. 

Lounisches Gluck. Joseph Schmidt. D- 
20331— $.50. [*ff$$]. 

The stunning brilliance of Schmidt’s 
voice is not so palpable on this disk 
as it is on some others, but the tenor 
is certainly devoted to the music he 
sings. 

IN VENEDIG 

cisive is the playing, so realistic the 
recording. The disk of the Wiener 
Bohemians is, unfortunately, neither. 
Weber adds various other snatches 
from the operetta to his playing of 
the waltz tunes, and with unfailing 
competence. 

BLUT 

either. The Dajos band here per- 
forms in the um-pa-pa tradition. 

Excerpts. Maria Hester, Herbert Groh, 
and Max Schipper, uoith orchestra 
conducted by Otto Dobrindt. D-zosio 
-$.50. [*ff$$]. 

The singers perform capably, but 
they are ill-served by the noisy re- 
cording. 

Gruss Gott. Adele Kern, soprano, and 
Alfred Strauss, tenor, with orchestra, 
D-25296— $.75. [*^ff$$]. 

How well Strauss can sound when 
performed by vocalists of proper 
qualifications and taste is suggested 
by this disk. Both singers are emi- 
nently able, and the recording is 
better than the Decca average. 
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WIENER BON BON 


Heute Nacht. Joseph Schmidt D-2$o$^ 

-$.75. 

This is absolutely the most zestful, 
enthusiastic performance by a vocal- 
ist of any Strauss item on records. 
Schmidt sings with boundless ex- 
uberance and with remarkable vocal 
freshness. The recording is excellent. 


Walzer, opus 307. Marek Weber Or-^ 
chestra, V-2SS14. — $.50. [**ff$$]. 

Dajos Bela Orchestra, jD-25063 — 

$.75. [*ff$$]. 

The general approach of the two 
orchestras is very similar, but 
Weber’s band has more assistance 
from the recording engineers. 


DER ZIGEUNERBARON 


Overture. Walter and the London Phil- 
harmonic Orchestra. ^-13689 — ^$1. 
[***fff$$]. Walter and an unidenti- 
fied orchestra, U-9803 — $1. [**fff$$]. 
Ormandy and the Minneapolis Sym- 
phony Orchestra, V-%6s^ — $i- 
P*ff$$]. 

Thanks to Walter’s new recording 
with the London Philharmonic, one 
need no longer be tempted by the 
superior fullness and brilliance of 
the Ormandy version to his old but 
magnificently spirited one. In com- 
pleting this Cook’s Tour of European 
Orchestras, and making all of them 
— Viennese, Berlin, Parisian, and 
English — sound just as he wants to — 
Walter shows that Strauss style is 
inherent in the conductor, without 
regard for the orchestra. For an- 
other confirmation, consult the over- 
heated, under-sympathetic one of 
Ormandy. 

Als flotter Geist. Tauber, njoith orchestra, 
J[)-20394 — $.50. [*ff$$]. John Charles 
Thomas, ^-16184. — $1. [**f$$$]. 

One could hardly find a more en- 
gaging example of pure sensual de- 
light in singing than Tauber has in 
this juicy tune. The orchestra is 
feeble and the recording mediocre. 
A warning is the best that can be 
offered on behalf of the Thomas per- 
formance — it is 'an absurd text that 
he uses, embellished by whistles and 
clucking to an imaginary horse. The 
recording is very loud. 

Zigeunerlied. Elisabeth Rethberg, D- 
20047 — $*5o« pff$$]. 

There are few better examples of 
Rethberg’s once-stunning voice on 


records than this, and the material is 
very suitable to it. There is little to 
be said for the recording however. 

Finale, Act I. Lehmann, Branzell, Tau- 
ber, and others, under the direction 
of Weissmann. D-290XS — ^$1. 
[**ff$$$]. 

This is not much better than the 
average of Decca recording (it is 
actually inferior to a number in that 
catalogue), and the extra charge for 
the gaudy names is unjustified. How- 
ever, the singers perform with splen- 
did enthusiasm, though there is much 
that is sharp and unpleasant in the 
reproduction. 

Czardas. Vienna Choir Boys, F-1911 — 
$.75. [**ff$$]. 

The best that can be said for this 
performance is that it is affecting if 
not authentic. The recording is good. 

Wer uns getraut? Richard and Carlotta 
Tauber. D-zsjjs — $*75* [*ff$$]. 

La TAUBER is not at all inhibited by 
this unusual appearance with her 
celebrated husband, using her thor- 
oughly pleasant voice with real skill. 
The style of the performance is ex- 
cellent. 

Finale, Act II. Lehmann, Branzell, Tau- 
ber, and others, jD-29013 — ^$1. 
[**ff$$$]. 

See comment above under ^‘Finale, 
Act I.” 

Love Con Be Dreamed. Thomas, V-xSx%j\. 
—•$1. [**f$$]. 

One would not dispute thojustice of 
this title, bbt it is apparent that 
Thomas cannot dream a #ay of sing- 
ing this music tastefully. It is over- 
emphasized, rhythmically distorted, 
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and vocally unimpressive. The re- 
cording is good. 

Schatz Wolzer. Dajos Bela Orchestra, 
D-25034 — $.75. Blech and 

the Berlin State Opera Orchestra, ¥• 
9991 — $1. [^ff$$$]. Anton and or- 
chestra, F-26322 — $.50. [**£$$]. 

Shilkret and orchestra, ^-36127 — 

$.75. Pf$$$]. 

Considering the various elements of 
these performances, the unremark- 
able one of the Dajos orchestra is 
about the most satisfying. Blech does 
a spirited job, but he is hampered 


by exceptionally poor recording. 
Anton’s orchestra is well-reproduced, 
but the performance is metronomic, 
impeded by a solo organ. The Shil- 
kret version is no better than the 
recording, which is mediocre. 

Medley. Edith Lorand Orchestra, D- 
25084— $.75. Pff$$].^ 

One has the impression that Lorand 
would gladly pay for the privilege 
of recording this music, so full is it 
of pure joy in playing. The record- 
ing is fair. 


OTHER WALTZES AND POLKAS 


Accelerationen Walzer, opus 234. Or- 

mandy and the Minneapolis Sym- 
phony Orchestra, F-8653 — ^$1. 
[**ff$$]. Dajos Bela Orchestra, D- 
25023— $.75. [*f$$$]. 

I PREFER a silkier string quality in 
my Strauss waltzes than Ormandy 
provides, but his performance has 
more than ordinary sweep and 
movement. The Dajos orchestra is 
an extremely capable, musicianly 
group, well-versed in the Strauss 
style. Like so many of its other disks, 
however, it presents an abridged 
version of the waltz, lacking intro- 
duction, coda, etc. 

An der schonen blauen Donau, opus 314. 

Georg Szell and the Vienna Phil- 
harmonic Orchestra, F- 13 691 — $x, 
[**fff$$]. Ormandy and the Minne- 
apolis Orchestra, V-% 6 $q — $1. 
[<if^ff$$]. W eingartner and the Royal 
Philharmonic Orchestra. U-69275 — 
$1, [*ff$$]. Stokofwski and the Phila- 
delphia Orchestra, V-is^zs — ^$1. 
[***f$$]. Mbrike and an unidentified 
orchestra, ^-25173 — $.75. [*fff$$]. 
Josef Lhevinne, piano, ^-6840—$!. 
[♦*ff$$]. Vienna Choir Boys, V-igoZ 
— $*75* [**ff$$]. Orchestre Ray- 

monde, conducted ty G, Walter, C- 
262-^.75. [**ff$$]. 

The fortunate appearance of the 
Szell performance has rescued this 
work from the paradoxical state of 


being the most celebrated of Strauss’s 
works and one of the least well 
treated by the phonograph. His is a 
performance of notable excellence, 
especially in the treatment of the 
inimitable introduction and the su- 
perb coda, both of them conceived 
with fine dignity and breadth. And 
the melting warmth of the Viennese 
horns is finely reproduced by the 
engineers. Ormandy’s is sensitive 
within a severely practical range, 
and the genial, flexible version of 
Weingartner is embarrassed by 
heavy surface sound and poor or- 
chestral tone, while the Morike — 
by far the most poetic of all the 
available versions — is an even more 
antique recording. Stokowski is 
no more to be trusted with Strauss 
than with Bach, for he adds 
Kostelanetz-like doublings to the 
violins as well as other lurid touches 
to an edition in which the waltz is 
truncated. The recording, however, 
is mighty impressive. Lhevinne plays 
the Schulz-Evler transcription with 
breathless fluency, but the results 
have little to do with Strauss. Of all 
the salon-type orchestras, the one led 
by G. Walter is the most efiicient 
and the best recorded. Band, swing 
orchestra, and calliope editions exist 
in profusion, and a list will be sent 
upon application to the publisher. 
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Baffg'shichten Walzer. Barlow and the 
CBS Symphony Orchestra. C-71028 
— $1. 

A TASTEFUL job by Barlow, well- 
paced and reasonably phrased. The 
orchestral tone is unattractive. 

Bei uns zu Haus. Hans Knappertshusch 
and an unidentified orchestra, D- 
20302 — ^$.50. 

Like virtually all Middle European 
conductors of the last generation 
Knappertshusch has admirable feel- 
ing for the Strauss style. However, 
this recording merely suggests rather 
than demonstrates that fact. 
Cagliostro, opus 370. Arthur Fiedler and 
the Boston ''Pops” Orchestra. F-4479 

-$.75. 

Fiedler was apparently in a lusty 
mood when this recording was made, 
for its beer-garden blariness is un- 
like his usual discrimination. The 
reproduction is good. 

' Champagner Polka. Barlow and the CBS 
Symphony Orchestra. C-71029 — ^$1. 
[**ff$$]. 

Rather lugubrious Strauss, and not 
improved by Barlow’s run-through. 
The recording is lacking in rich- 
ness or depth. 

Citronen Walzer. Fiedler and the Boston 
"Pops” Orchestra. ^'-11894 — $1. 

[**ff$$]. 

In this disk Fiedler shows his appre- 
ciation of the value, in playing 
Strauss, of not pressing the string 
tone. It emerges soft and lustrous in 
a really delicious performance. 
Dichterliebe, opus 38. Fiedler and the 
Boston "Pops” Orchestra. ^- 4477 — 

$.75. [**ff$$]. 

This is minor Strauss and not dis- 
tinguished Fiedler. 

Donner und Biitzen Polka, opus 324. Fied- 
ler and the Boston "Pops” Orchestra. 
F-43I9-$-75. [*^*fff$$]. 

For utter appropriateness of treat- 
ment there is not a disk in this vol- 
ume, whether by Toscanini, Beecham, 
or Koussevitzky, that more snugly 
fits the composer’s requirements than 
this one by Fiedler. It is magnifi- 


cently, almost defiantly, spirited, with 
an amazing tonal range and won- 
derful precision of dynamics. The 
recording is superb. 

^Explosions Polka; Electrofor Polka; Festi- 
val Quadrille. Howard Barlow and 
the CBS Orchestra. C- 6 ^ 7 S 6 — ^$ 1 . 
[**ff$$]. 

These gay pieces were exhumed for 
Barlow’s use from a collection at the 
Library of Congress and have not, to 
my knowledge, been performed or 
recorded by any other conductor. 
They are pure dance music, without 
the element of symphonic construction 
that ennobles the more famous 
waltzes, but they are characteristic 
enough (the first was orchestrated 
by Amadeo de Filippi, in the Strauss 
style). The playing is incisive, well- 
turned, but the recording (especially 
of the ^‘Festival Quadrille”) is not 
reliable. 

Freut' euch des Lebens, opus 340. Wiener 
Bohhme Orchestra. Z)- 203 O 3 — ^$. 50 . 

c^f$$]. 

There is delightful music here, but 
it must be perceived through inten- 
sive scratch and a rather scrambled 
performance, 

Fruhlingsstimmen, opus 410. Beecham and 
the London Philharmonic Orchestra. 
C-70338 — ^$1. [**fff$$]. Weingartner 
and an unidentified orchestra. C- 
69564 — $1. [**fff$$]. Georg Szell 
and the Vienna Philharmonic Or- 
chestra. V-%^zs — $1. [**ff$$]. Or- 
mandy and the Philadelphia 
Orchestra. F'-i8o6o— $1. [*^*ff$$]. 
Koussevitzky and the Boston Sym- 
phony Orchestra. ^-6903 — ^$1. [*f$$]. 
Orchestre Raymonde. C-360 — $.75. 
[**ff$$]. Dajos Bila Orchestra. D- 
25153 — $-75- [*^ff$$]. Miliza K or jus, 
soprano. . ^-12829 — $1. [**fff$$]. 

Maria Cehotari, with orchestra con- 
ducted by Robert Heger. 0 - 2 ^ 02 % — 
$.75. [*ff$$$]. 

Though the Beecham recording is 
more than a little superior to the 
Weingartner, the latter plays the 
music with extraordinary zest and 
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understanding, with an amount of 
dynamic feeling that is irresistible. 
Beecham’s treatment is much in the 
same spirit but not quite so super. 
Of the single-sided versions I much 
prefer the buoyancy and lightness of 
Szell to the businesslike sentiment of 
Ormandy or the simpering affectation 
of Koussevitzky, Of the salon or- 
chestras the Raymonde ensemble per- 
forms with more discipline, if a little 
less ardor, than the Dajos band. I 
am not fond of this as a coloratura 
display piece, but Korjus does sing it 
with pellucid tone quality and a 
maximum of effectiveness. Cebotari 
cackles energetically but without 
great profit to the listener. 

G'schichten ous dem Wienerwald, opus 
325. Bruno Walter and an unidenti^ 
fied orchestra, [**fff$$]- 

Ormandy and the Minneapolis Sym- 
phony Orchestra. V-%Ss2 — ^$i- 
[*^ff$$], Stohovjski and the Phila- 
delphia Orchestra. F-154Z5 — ^$1. 

Marek Weber and his or- 
chestral ^-20915 — $.50. [**ff$$]. 

Edith Lorand and her orchestra. D- 
25327 — ^$.75. [*ff$$]. Miliza Korjus, 
soprano. F-4410 — $.75. [**f$]. 

“Let there be no nonsense about it,” 
Bruno Walter’s recording says in 
effect. “This is great music.” That, 
certainly, is the way he plays it, with 
affectionate stroking of its superb 
lines, with infinite integration of 
detail. There are lift and sweep to 
the orchestral performance and a 
good level of recorded quality. The 
Ormandy version is also complete 
(the zither is replaced by what 
sounds like a celesta), but it has 
a Midwestern twang, Stokowski also 
touches up this work as he does the 
“Blue Danube,” with the effect, if 
not the intention, of a boy who draws 
a mustache on a subway poster of 
Hedy Lamarr. It is a roaring, robust 
recording. Of the versions with 
zither I prefer Weber’s to the noisy 
reproduction of Lorand and her or- 
chestra. The vocal version by Korjus 


is edit M-G-M, even to the orchestra 
of that institution and its conductor, 
Nat Kinston. Her singing is almost 
unbearably brilliant and equally ex- 
cruciating, 

Kaiserwalzer, opus 347. Bruno Walter 
and the Vienna Philharmonic Or- 
chestra. K"- 1 3 690 — ^$1. [*^fff$$]. 

Fiedler and the Boston *^Pops*' Or- 
chestra. K'-i 2I95 — $1. [**ff$$]. 

Stock and the Chicago Symphony 
Orchestra. V-ySss — $1. [*ff$$]. Rob- 
ert Heger and an unidentified or- 
chestra. D-z$j 6 i\. — $.75. [*ff$$]. 

Dajos Bila Orchestra. D-25441 — $.75, 
[*ff$$]. Shilkret. and Victor Orches- 
tra. K-35919 — $.75. [*ff$$]. Vienna 
Choir Boys. V-i^o<) — $.75. [*ff$$]. 
Even an emperor should be flattered 
to have such music and playing in his 
honor as Walter conveys on his 
recent, soundly reproduced version. 
There is a better blending of all 
elements than in the Fiedler, which 
has a little more nervous thrust than 
is best for the music. Stock’s has too 
much of the parade ground in his 
treatment both of the martial intro- 
duction and the waltzes themselves. 
Heger’s finely flavorsome treatment 
is obscured and defeated by the 
shabby reproduction. Dajos makes 
more music without a pipe organ 
than Shilkret does with one, but 
the net result is not greatly different. 
As for the Choir Boys, they are 
charming, but the sound is pallid 
for this music. 

Kunstlerleben, opus 316. Kleiber and the 
Vienna Philharmonic Orchestra. V- 
9992 — $1. [***»fff$$]. Fiedler and the 
Boston **Pops” Orchestra, r-12194— 
$1. p*ff$$]. Orchestre Raymonde, 
C7-368 — $,75, [**f$$]. Barnabas von 
Geczy and orchestra, ^-2651 3-— $.50. 
[**f$$]. David Saperton, piano. V* 
Set 796 — $2.50. [**ff$$]. 

Despite the dull recording, the Klei- 
ber version has a margin of finesse 
and incisiveness that is not matched 
by the brighter, more angular per- 
formance of Fiedler. The compact 
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Orchestre Raymonde upholds its ex- There is little here to rouse the best 

cellent standard in this compressed in Fiedler, who resorts to little ex- 
version, playing with more life and cesses of emphasis and rhythm to 

sensitivity than the vigorous group provide interest. The results are 

led by von Geczy. The Godowsky well-recorded but not entertaining, 

paraphrase used by Saperton is often 0 schoner Mai, opus 375. Vera Schnvarz, 
fantastically ingenious, and the play- soprano, £>-20308 — $.50. [*ff$$]. 

ing is evidence of equal devotion to The unremarkable career of Schwarz 

Strauss and the paraphrases In this in this country is not belied by this 

form, however, it is only a supremely recording. The singing is over- 
taxing display piece, with little rela- stressed, the reproduction poor, 

tionship to the basic material. The ^ Paroxysmen Walzer. Barlow and the 


recording is excellent. 

Kuss Walzer, opus 400. Knapp ertshusch 
and unidentified orchestra. £>-20304 
—$.50. Pff$$]. 

There are grindings and wheezings 
in the reproduction, but the playing 
is skillful and understanding. 

Man lebt nur einmal, opus 167. Ania 
Dorfman, piano. C-4270 — $.75. 
[**fff$$]. 

Though I am not fond of Strauss 
on the piano, and particularly such 
augmentations as Tausig’s, I would 
much rather hear his tunes in this 
form than not at all. That is espe- 
cially the case here, for Dorfman 
plays them with exceptional deftness 
and sensibility and with lovely tonal 
quality. 

Morgenblatter, opus 279. Dajos Bela Or- 
chestra. D-25037 — ^$.75. [*ff$$]. 

I AM NOT one to belittle the high 
merits of the group led by Dajos, 
but the jaunty tunes of this waltz 
really require a larger, more diversi- 
fied ensemble. The recording is only 
fair. 

Motoren Walzer. Howard Barlow and 
the CBS Symphony Orchestra. C- 
71027 — $1. [**f$$]. 

Barlow does not play this music as 
though he believed in it whole- 
heartedly, though it is one of the 
most attractive of the items in the 
second album of “Rediscovered 
Music.” The recording is quite shrill 
and unresonant. 

Ncu Wien Walzer, opus 342. Fiedler and 
the Boston *^Fops** Orchestra. F-4478 

-$.75. [^^ff$$]. 


CBS Orchestra. <7-69757 — $1. 

[**ff$$]. 

The provocative title is, unfortu- 
nately, not sustained by the music, 
which is weak Strauss. Barlow plays 
it energetically, and the recording is 
passable. 

Perpetuum Mobile. Mengelherg and the 
Amsterdam Concertgehouw Orches- 
tra. C-9076 — $1. [*ff$$]. Blech and 
the Berlin State Opera Orchestra. 
r-4127 — $.75. [*f$$]. Edith Lor and 
and orchestra.D-202^7 — $.50. [*ff$$]. 
Surely this is one of the most en- 
gaging thoughts that ever occurred 
to a composer, but none of the 
disks is reproduced well enough to 
define its attractions. The Mengel- 
berg has slightly more suggestion of 
orchestral tone, a quality in which 
the Blech job is completely lacking. 
Lorand performs energetically but 
with an inadequate orchestra. 

Pizzicato Polka. Ormandy and the 
Minneapolis Symphony Orchestra. V- 
1757 — $*75* [**fff$$]. Vienna Choir 
Boys. V-is'^o — ^$.75. [**ff$$]. 

To MY mind this is the most skillful 
of all recorded performances by Or- 
mandy — ^tone-poems, symphonies, and 
overtures included. It is delightfully 
humorous and altogether musical. 
The recording is good. There should 
also be a word for the resourceful 
singing of the Choir Boys, who suc- 
ceed in making voices sound as much 
like an orchestra as one can without 
an orchestra. 

Roses aus dem Suden. Walter and an 
unidentified orchestra. C-6$56i — ^$1. 
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p*ff$$]. Stock and the Chicago 
Symphony Orchestra, F-6647 — ^$1. 
[^£f$$]. Paramount Theatre Orches- 
tra of London, ^-26322 — ^$.50. 
[**£$$]. Dajos BSla, D-25037 — ^$.75. 
[*££$$]. Pryor^s Band, i^-35799 — 

$. 75 . imu 

To WALTER, plainly, “south” means 
Capri and the Mediterranean; but 
the suggestion in the Stock disk is 
unmistakably o£ the South Side o£ 
Chicago. In any case I pre£er the 
warm, sunny playing o£ Walter to 
that o£ his competitor. The Para- 
mount per£ormance is a la Wurlitzer 
and actually contains an organ o£ 
that genre. Dajos saws energetically 
at his compressed edition, whereas 
the Pryor version is all hot dogs and 
popcorn. 

' Schnellpost Polka. Barlow and the CBS 
Symphony. U-71029 — $1. [**£$$]. 

A LIGHT-FOOTED romp, engagingly 
managed by Barlow. The recording 
makes the orchestra sound smaller 
than it is, which is — small. 

Seid umschlungen, opus 443. Dajos BSla 
Orchestra. ^-25765 — $.75. [*££$$]. 
The re£erence in the title is, of 
course, to the £amous phrase in Schil- 
ler’s “Ode,” which Beethoven set in 
his choral symphony. However, the 
results do not add up to one of 
Strauss’s more consequential works. 

Serail Tanze. Barlow and the CBS Or- 
chestra. C-69755 — $1. [*££$$]. 
Barlow uses an orchestration by 
Amadeo de Filippi from a “redis- 
covered” piano copy. The perform- 
ance is crisp, the recording boomy 
and indistinct. 

^Telegrafischer Depeschen. Barlow and 
the CBS Symphony Orchestra. C- 
71029 — ^$1. [**££$$]. 

Doubtless Strauss could write a 
waltz in his sleep, if he was re- 


quired to — and this might well be it. 
The surface traits are there, but 
little more of the authentic Strauss. 
The playing and recording are only 
tolerable. 

Tritsch, Tratsch, opus 214. Orchestre 
Raymonde. C-386 — $.75. [*ff$$]. Otto 
Dohrindt and a symphony orchestra. 
D -20307 — $.50. [^f$$]. 

There is more to hear on the Or- 
chestre Raymonde disk, for it is at 
least well-recorded, though the music 
is severely compressed. The Dobrindt 
version is more ample, though poorly 
recorded. 

Waldmelster. Dobrindt and an unidenti- 
fied orchestra. D-20311 — $.50. [*f$$]. 
A collector’s item, indeed; for not 
many others will want to endure the 
noisy surfaces and weak reproduc- 
tion. 

Wein, Weib und Gesang. W eingariner 
and the Paris Conservatory Orches- 
tra. U-71210 — $1. [**ff$$]. Fiedler 
and the Boston *^Pops” Orchestra. V- 
12192 — $1. [**ff$$]. Bodanzky and 
an unidentified orchestra. D-25388 — 
$.75. [*ff$$]. Stock and the Chicago 
Symphony Orchestra. ^“-6647 — $1. 
[*f$$]. 

Weingartner does not get quite the 
same results from this outlandish 
(in the pure sense) orchestra that 
Walter did in Die Fledermaus over- 
ture. But it is tasty Strauss play- 
ing, and a good deal suaver than the 
sharp, insistent performance of the 
Bostonians under Fiedler. One can 
hardly associate apt performance of 
Strauss with the hawkfaced, stern 
disciplinarian of countless Tristans 
at the Metropolitan, but the Bo- 
danzky is all of that, if poorly re- 
produced. The Stock effort is ab- 
breviated, dilatory, and unper- 
suasive. 


MISCELLANEOUS RECORDINGS 

Carneval de Vienne. Moriz Rosenthal, plays with infinite charm and dex- 

piano, D-zsZsg — $,75. [*ff$$]. terity. However, the piano only 

There is typical complexity in, this tinkles and does not sing in this 
arrangement by Rosenthal, which he reproduction. 
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Reminiscences of Vienna. Victor Salon 
Orchestra, F-9994 — $i, 

No CONDUCTOR is Credited with this 
performance, which is a pity, for the 
playing is splendidly incisive, full of 
dash and sensitivity. The recording 
is good. 

Polkas. Light Symphony Orchestra, 

362 I 3 ^$. 75 . [*^ff$$]. 

An attractive potpourri, garnished 
with the good green of sincere feeling 
and served with relish. The record- 
ing is good. 


Beau Danube, le. Antal Dorati and the 
London Philharmonic Orchestra. ¥• 
Set 4 I 4 ~-$ 3 - 50 - [*^ff$$]. 

This is the delightful creation by 
Desormi^re that has served the Bal- 
let Russe so well on so many occa- 
sions. Since Dorati has officiated on 
many of these, and the orchestra is 
first-rate, the quality of the perform- 
ance may be taken for granted. It is 
well-reproduced. 


STRAUSS, JOSEF 


Delirien Walzer. Dajos Bela Orchestra, 
D-asosv— $.75. ['^ff$$]. 

An attractive performance, but 
somewhat overpowered by scratch 
and poor recording. 

Dorfschwalben. Erich Kleiber and the 
Vienna Philharmonic Orchestra. T- 
9993 — $!• [**fff$$]. Gitta Alpar, so- 
prano. D-23026 — $.75. [*f$$]. 

There is the family touch in this 
work, as Kleiber implies with his 
superbly sensitive, well-controlled 
performance. The recording is good. 
I do not care for the ornate, taste- 
less singing of Alpar, and the price 
is out of range with the recording. 
Dynamiden. Dajos BSla Orchestra. D- 

25766— $. 75 - 

The leader’s fiddling is sweetness 
itself, but the supporting orchestra is 
not too good. 

Feuerfest Poika. Johann Strauss Orches- 
tra, D-20243 — $.50. [*f$$]. 

A CRISP performance, but shabbily 
recorded. 

Flattergeister Walzer. Dajos BSla Or- 
chestra, D -25766 — ^$.75. [^f$$]. 


Heavy, boomy rhythm and poor re- 
cording are decidedly disadvanta- 
geous to the capable playing of the 
orchestra. 

^Marienkliinge. March Weber Orchestra, 
V-2SfiS\ — $.50. [**ff$$]. Dajos Bela 
Orchestra, D-25063 — $.75. [*ff$$]. 
Both of these performances are 
dominated by a solo violinist, but 
the Weber version is better recorded. 

Sphdrenkidnge Walzer. Walter Goehr 
conducting an orchestra and chorus. 
F-36300 — $.75. [^ff$$]. Bodanzky 
and an unidentified orchestra. D- 
25767— $.75. [*ff$$]. 

Whether the edition used by Goehr 
is authentic or not I am unable to 
say, but he does a completely con- 
vincing job of it. The Bodanzky 
performance is thoroughly creditable 
to him, though poorly recorded. 

Wienerkinder. Dajos Bela Orchestra, D- 
20306— $.50. [*ff$$]. 

A VITAL, sympathetic performance, 
hampered by tubby recording. 


STRAUSS, RICHARD 


INCIDENTAL MUSIC 


Bourgeois gentilhomme, le. Clemens 
Krauss and the Vienna Philhar- 
monic Orchestra. V-Set 101 — $4.50. 
[*ff$$]. Prelude to Act 111. Malcolm 


Sargent and orchestra, C'-DBi3oo — 
$.75. [♦^ff$$]. 

The recording of the Krauss per- 
formance is not to my taste (it is 



396 


A GUIDE TO RECORDED MUSIC 


too tubby and indefinite for that), addition to any collection. The one 

but the conducting is finely spirited, Sargent excerpt is well-performed, 

marked by many fortunate inflec- competently recorded, 
tions. It is, in this sense, a desirable 

ORCHESTRAL WORKS 

TONE POEMS 


Also sprach Zarathustra. Serge Kous- 
sevitzky and the Boston Symphony 
Orchestra. V-Set 257— -$5. [**fff$$]. 
Stock and the Chicago Symphony 
Orchestra. C-Set 421 — $4.50. 
[**ff$$]. 

When this Koussevitzky recording 
appeared, all of six years ago, it 
was an incontestable marvel; which 
means that the Columbia recording 
of just last season is something less 
than on a par with it. Since the 
Koussevitzky conception is a far 
more vital and impelling one, the 
margin is still comfortably in his 
favor. This is not to say that Stock 
is unaware of the music’s implica- 
tions — ^it is, rather, that his restate- 
ment of them is less energetic and 
compelling. 

Don Juan. Fritz Reiner and the Pitts^ 
burgh Symphony Orchestra. C-Set 
X190 — $3.50. [**fff$$]. Fritz Busch 
and the London Philharmonic Or^ 
chestra. V-Set 351 — $2.50. [**ff$$]. 
Bruno Walter and the Royal Phil- 
harmonic Orchestra. C-67386-7 — ^$2. 
[*ff$$]. Otto Klemperer and an un- 
identified orchestra. jD-25444-5 — 
$1.50. [*ff$$]. 

I WOULD not urge anyone who al- 
ready has the Busch version to scrap 
it for the newer one by Reiner, for 
the difference of quality is hardly 
that great. However, I certainly find 
more of the excitement, headlong 
energy, and lusty color in the music 
conveyed by Reiner than by Busch. 
Sometimes, indeed, he demands more 
of these elements than his develop- 
ing orchestra can give him, but there 
is at all times a driving forward 
that is much to the gain of the 
score. The recording is a little less 


resonant than I like, but quite vivid. 
Walter lingers a bit over the lyric 
episodes, as though saying a man 
must have some romance in him (Le- 
nau’s Don Juan just didn’t), and 
the recording of his band is under- 
nourished. Klemperer does not have 
the engineering assistance to make 
his conception effective. 

Don Quixote. Ormandy and the Phila- 
delphia Orchestra, nxjith Emanuel 
Feuermann as solo cellist, V-Set 720 
-$5.50. P**ff$$]. 

The most valid charge that can be 
brought against the Ormandy-Feuer- 
raann performance is that the cello 
is excessively loud, treated by the 
microphones as virtually a solo 
rather than an integral part in the 
musico-dramatic texture created by 
Strauss. However, this charge may 
be regarded indulgently when it 
concerns a musician of such im- 
peccable instincts and superlative 
eloquence as Feuermann. In fact it 
is he who imparts the essential dis- 
tinction to this performance, which 
is, aside from the superb recording, 
not impressively eloquent or dis- 
cerning. It is unfortunate that the 
weaker recording of Beecham (with 
the Philharmonic-Symphony and Al- 
fred Wallenstein) has been deleted 
from the Victor catalogue. It had 
many subleties of treatment if no 
remarkable virtues of recording. 

Heldenleben, ein. Ormandy and the 
Philadelphia Orchestra. V-Set 610 — 
$5*50. [**'^*ff$$]. Rodzinski and the 
Cleveland Orchestra. C-Set 441— 
$5.50. [^*ff$$]. 

The muscular, incisive performance 
of Rodzinski is closer to the classic 
one of Mengelberg than any I have 
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ever heard, but it is sadly under- 
valued in this dull, uncompelling re- 
cording. This being so, it would be 
absurd to recommend any other 
choice than the superlative reproduc- 
tion of the Philadelphia Orchestra, 
in which Ormandy has an incontest- 
ably dazzling though hardly per- 
suasive part. 

Sinfonia Domestica. Ormandy and the 
Philadelphia Orchestra, V-Set 520 — 
$5.50. P*ff$$]. 

This is an uncommonly satisfying 
interpretation by Ormandy, vividly 
pictorial and thoroughly musical. 
The recording is consistently good. 

Till Eulenspiegel. Artur Rodzinski and 
the Cleveland Symphony Orchestra, 
C-Set Xaio — $2.50. [**^fff$$]. Fritz 
Busch and the London Philharmonic 
Orchestra. 1^-11724-5 — $2. [♦*ff$$], 
Disire Defauw and the Royal Brus- 
sels Conservatory Orchestra, C- 
67478-9 — $2. [*ff$$]. Otto Klemp- 
erer and an unidentified orchestra, 
£>-25421-2 — $1.50. [*ff$$]. 

From this and other recent perform- 
ances in this volume (notably works 
of Tchaikovsky and Shostakovich) 
it is apparent to me that Rodzinski 
has made more progress in the last 

ORCHESTRA AND 

Burleske. Elly Key, piano, vnth the Ber- 
lin State Opera Orchestra conducted 
by Willem van Hoogstraten, V- 
II 744-5— $2. ['**'^f$$]. 

Only a sadist would deny himself 
the pleasures of this music because 
of the erratic, insecure performance 


two or three years than any conduc- 
tor I know of — especially in acquir- 
ing that knack of energizing his 
music which only a few conductors 
of the day possess. Till lives, capers, 
and dies with utter believability in 
this version. Busch’s effort is an 
excellent one, but it does not have 
the electrifying energy of Rodzin- 
ski’s. Defauw’s approach is a little 
precise and intellectualized, whereas 
the jaunty treatment of Klemperer 
is minimized by the faults of re- 
production. 

Tod und Verkidrung. Coates and the 
London Symphony Orchestra. V-Set 
G-ii — $2.50. [**fff$$]. Stokowski 

and the Philadelphia Orchestra, 
V-Set 217— $3.50. [**ff$$]. Weiss- 
mann conducting an unidentified or- 
chestra, Z)-2535o-2 — ^$2.25. [*f$$]. 
Coates has not the glamor of Sto- 
kowski, either as name or inter- 
preter, but his performance is more 
communicative and, at the price, a 
sounder value than the superheated, 
unstable one of the Philadelphia Or- 
chestra. It also stands up remark- 
ably well as a recording. The Weiss- 
mann performance is weak and 
badly reproduced. 

PIANO WORKS 

and poor recording. That its per- 
vasive charm and unrelenting vital- 
ity assert themselves nevertheless is 
certainly a major tribute to the 
superlative talent of the youthful 
Strauss. 


OPERAS 

DIE AEGYPTISCHE HELENA 


Bel jener Nacht. Rose Pauly-Dresen, 
with orchestra conducted by Fritz 
Busch, £>-25850— $.75. [**ff$$]. 
Despite Pauly’s gravelly voice (she 
is, of course, the singer who has re- 
cently come into prominence here, 
despite the hyphenation) this is vocal 


performance of real compulsion and 
fire. The orchestra is well-directed, 
the recording tolerably good. 

Helen's Awakening. Busch conducting 
an ^unidentified orchestra. D-25031— 

$.75. [*ff$$]. 

The mood established by Busch, the 




398 


A GUIDE TO* RECORDED MUSIC 


lift and impact of his Conducting 
are the elements that count here, for 
the recording is just about service- 
able. 

ZWj^te Brautnacht! Pauly-Dresen, <tmth 
orchestra led by Busch. D-25850— 

$.75. [**ff$$]. 

Another superior accomplishment 


by Pauly, not too suavely sung, but 
well-dramatized. 

Funeral March. Busch conducting an un- 
identified orchestra. D-25031— $.75. 

[*ff$$]. 

See comment above under “Helen’s 
Awakening.” 


ARABELU 


Aber der Richtige: Opening Duet. Lotte 
Lehmann and Kate Heidershach.- D- 
23048 ~$. 75 . P*ff$$]. 

Temporal factors have more than 
slight bearing on this disk — they ac- 
count for the tension and strain in 
Lehmann’s voice but also permit a 
better quality of recording than most 
Decca items enjoy. Heidersbach is 


a capable singer, the orchestra large 
and efficient. 

Prelude, Act 111 ; Waltz and Interlude. 

Berlin State Of era Orchestra led by 
Fritz Zaun. V-^z%z — $-75. [***ff$$]. 
There is fine sonority in this record- 
ing, sharp energy in the conducting 
and playing. 


ARIADNE AUF NAXOS 


Sie atmet leicht. Lotte Lehmann. D- 
258 i 6 --$. 75 . Pff$$]. 

Lehmann is in fine form on this 
disk, singing the music with lovely 


style and graciousness. Neither the 
recording nor the orchestral playing 
are distinguished. 


DAPHNE 


Gotter! Briider!; 0 wie gerne; Trans- 
formation of Daphne. Margarete’ 
Teschemacher and Torsten Rolf, 
nmth orchestra led by Karl Bohm. 
F-Set 66o~-$ 2.50. [***ff$$]. 

Most of the burden in the vocal 
passages of these excerpts is carried 
by the Teschemacher voice, an organ 


of exceptional power and range if 
not always of dependable quality. 
Ralf is, for a German tenor (of 
Scandinavian origin), fairly listen- 
able here. The splendid orchestra of 
the Saxon State Opera plays the 
score magnificently, and the record- 
ing is brilliantly colorful. 


INTERMEZZO 


Woltz. Hans Knappertsbusch conduct- 
ing an unidentified orchestra. D- 
25150— $.75. [*ff$$]. 

One could hardly ask for more 


spirit than Knappertsbusch brings 
to this performance, but the record- 
ing is muffled, lacking in the desired 
definition. 


DER ROSENKAVALIER 


Selected excepts. Lotte Lehmann, Maria 
Olszewska, Elisabeth Schumann 
(Sophie), and Richard Mayr, vjlth 
the Vienna Philharmonic Orchestra 
and Chorus conducted by Robert 
Heger. V-Set 196 — $13.50. [**fff$$]. 
This is a precious heritage indeed — 
nearly two hours of a Vienna Opera 
performance, sung by what is vir- 
tually the classic cast for this opera 
(emphatically so in the case of Leh- 


mann, Mayr, and Schumann) and 
led by a conductor of sensitivity and 
intelligence. To be sure, more than 
a third of the score is omitted, but 
it is a third that even the average 
enthusiast for Rosenhavalier will 
concede can be spared without too 
much pain. What counts most, in 
any case, is the perpetuation of vir- 
tually all of Lehmann’s Marschallin 
and a considerable amount of 
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Mayr’s Baron— two impersonations 
that will be remembered as long as 
the opera is played. Olszewska 
sounds better as Octavian than she 
appeared in the opera house, which 
is not to the disadvantage of the 
performance either. The recording 
has lost a good deal of its freshness 
and fidelity, but it retains sufficient 
vividness to make the virtues of the 
performance apparent and enjoy- 
able. 

Breakfast Scene. Karl Al^in and the 
Vienna Philharmonic Orchestra. V- 
11218 — $1. [**ff$$]. 

Alwin^s feeling for this score is 
strongly marked through the four 
excerpts he conducts in this suite 
(without voices). The edition by 
Nambuat is faithful to the com- 
poser. Acceptable is the word for 
the recording. 

Nicht dort. Meta Seinemeyer, Crete 
Merrem-Nikisch, and Emanuel List. 

i5-25237— $.75. [*ff$$]. 

The two ladies are admirable sing- 
ers, but I endorse this disk for the 
rare recorded evidence it offers of 
Lisfs sonorous Ochs. The spirit of 
the performance is infectious, even 
if the quality of the recording isn’t. 

Di rigori armato (Italian Serenade). Her- 
bert Ernst Groh. D-zooos — $.50. 
[*ff$$]. Charles Kullmann. U-4153 
—$.75. p*f$$]. 

Kullm Ann’s voice is a mite better 
reproduced than Groh’s, but it is 
also tighter and less pleasant to 
hear. Since neither is an irresistible 
job, I recommend the cheaper one. 

Die Zeit. Lehmann. jD-25817 — ^$.75. 

- [♦ff$$]. 

This is the final section of the Mar- 
schallin’s first act monologue, which 
Lehmann sings with such an in- 
superable blend of poignance, resig- 
nation, and wisdom. This perform- 
ance is vocally impressive, though 
the recording hardly reflects the 
majesty of her conception. 

Presentation of the Rose. Conchita 
Supervia and Ines Ferraris. jD-25870 


— 1 $. 75 * [**f$$]. Al^vin and the 

Vienna Philharmonic Orchestra. V- 
11217— $1. [*^ff$$]. 

SUPERVIA and Ferraris sing in 
Italian, which is enough of a curio 
in itself, without being vocalized by 
a singer better known for her Ros- 
sini and flamenco. Further, the rec- 
ord is proof that she is miscast in 
such music as this, embarrassed by 
its outspoken sentimentality. The 
recording is bright and sonorous, 
A 1 win’s version omits the voices, 
concentrating on a gleaming presen- 
tation of the orchestral score. 

Finale, Act 11 . Richard Mayr and Anni 
Andrassy, <[vith orchestra conducted 
by Bruno Walter. C-9087 — $1. 
[*»fff$$]. Alexander Kipnis and E. 
Ruziczka tivith orchestra conducted 
by Erich Orthmann. V-7%^^ — $1. 
[**ff$$]. 

Virtually the whole of Mayr’s per- 
formance is synthesized in this disk, 
which is inimitably spirited and sug- 
gestive. Kipnis has somewhat more 
voice, and it is better reproduced, but 
he does not have Walter to under- 
score the slightest inflection of his 
voice or impel him to greater effort. 

Bin so viel Finesse charmiert. List, Seine- 
meyer, and Merrem-Nikisch. D- 
25237— $-75- 

Just* as List’s performance is 
crowned by his richly hiimorous 
playing of this scene, so is this re- 
corded excerpt evidence of his 
talent at its best. The recording is a 
little fuzzy but loud enough. 

Final Scene. Meta Seinemeyer, Merrem- 
Nikisch and Elisa Stunzner. JD- 
25238 — $.75. [*ff$$]. Supervia and 
Ferraris. D-2S^7i — $.75. [*ff$$]. 

Alnvin and the Vienna Philharmonic 
Orchestra. V-1121Z — $1. [**ff$$]. 
None of these meets my specifica- 
tions for a satisfying performance. 
The second side of the first per- 
formance is quite capable, but the 
first side is shrill and unattractive. 
The Supervia-Ferraris effort is more 
idiomatic than the companion side 
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noted above, and fairly well- 
recorded. Alwin treats the music 
lovingly, but the voices are sorely 
missed. 

Waltzes. Artur Rodzinski and the 
Cleveland Orchestra, (7-11542 — ^$1. 

Ormandy and the Minne- 
apolis Symphony Orchestra, V- 
— $1.50. [**£$$]. Alnmn and 
the Vienna Philharmonic Orchestra, 
F-11217— '$1. [**ff$$], Weissmann 
conducting an unidentified orchestra, 
D-25010— -$.75. [*ff$$ 3 . Vronsky and 
Babin, duo-pianists, F-13150 — $1. 

Both Rodzinski and Ormandy cover 
about an equal amount of the score 
in their performances, but I find 


much more insinuation, exuberance 
and spirit in the Rodzinski per- 
formance. In addition, the recording 
of the Cleveland Orchestra has 
greater sweep and dynamic distinc- 
tion, if not as much surface glitter 
as the Minneapolis. Alwin plays 
what he plays well, but there is not 
enough of it. The inevitable compe- 
tence of Weissmann is present in 
this disk, but the orchestra is ham- 
pered by poor recording. Admirers 
of the duo-pianists will find them in 
top form on this record, but the 
arrangement is too fussy for my 
taste, the excitement of the music 
reduced by its compression to piano 
keyboards. 


SALOME 


Donee. Leopold Stokovjski and the Phil- 
adelphia Orchestra, F-7259-60— $2. 
[**ff$$]. Hans Knapp ertsbusch and 
an unidentified orchestra. D-2$i66 — 
$.75. [*fff$$]. fV alter and the Ber- 
lin Philharmonic Orchestra, {7-67814 
-$i. [*ff$$]. 

There is little in his other conduct- 
ing to suggest it, but Knapperts- 
busch has a vitalizing feeling for 
this music, an intimate understand- 
ing of the purposes that prompted 
Strauss to use particular devices of 
orchestration. However, the repro- 
duction of his performance is quite 
shallow and indistinct. Therefore I 
suggest the Stokowski, which is a 
better balance of conducting and re- 


cording than the Walter, which is 
deficient in both respects. 

Ah! du wolltest mich nicht deinetn 
Mund. Marjorie Lawence and the 
Pasdeloup Orchestra conducted by 
Piero Coppola, ^^-8 682-3 — 
[**ff$$]. 

Unfortunately for the authenticity 
of the recording, Lawrence sings 
this scene in French. However, she 
has plenty of voice (of better qual- 
ity when this recording was made 
half a dozen years ago than it is 
now) and a kindling feeling for 
the material. Coppola drives his or- 
chestra compellingly, and the re- 
cording has excellent tonal and 
dynamic range. 


SONATA FOR PIANO AND VIOLIN 


In E flat, opus 18. Jascha Heifetz and 
Arpad Sandor, V-Set 200— $4. 
[**fff$$]. 

Those who cherish emotional virtu- 
osity as well as physical energy will 
find an impressive amount of that 


quality in Heifetz^ playing of this 
sonata. He responds to its urging 
romanticism with an infinity of 
sensitive sound and fine discriminat- 
ing use of it. Sandor also plays ex- 
pertly, and the recording is good. 


SONGS 


Ach, Lieb. Helge Rosfioaenge, tenor, 
F-i 84I-$.75. ['^*f$$]. 

Roswaenge uses his appealing voice 
capably, but his treatment of this 
song is colorless. 


Allerseelen. Kirsten Flagstad, F -1726 — 
$•75 • [**ff$$]. Nelson Eddy with 
orchestra led by Nathaniel Finston, 

(7-17185— $.75. 

Vocally the Flagstad performance 



STRAUSS 


401 


is a treasure of organ-rich sound, 
but the artistry is external and un- 
communicative. Eddy saunters 
through the lyric with little evidence 
of understanding it, and his phras- 
ing of the music is uninteresting for 
a singer of such vocal endowment. 

Air mein Gedanken. Elisabeth Schu-‘ 
mann, F-7707 — $1. [**ff$$]. 

A CHARMING interpretation, and all 
the more desirable since the disk 
contains three other fine Strauss 
songs inimitably performed, 

Cdcilie. Lauritz Melchior. T-1853 — 
$.75. Flagstad, r-1967— 

$.75. [**ff$$]. Suzanne Sten^ con- 
tralto, C- 17a 1 3 — $.75. [**f$$]. 
Melchior meets the challenge of 
this most challenging of songs with 
superb vocal power and, what is 
more, with excelling fervor. I can- 
not see a woman’s voice as relevant 
to this material, but Flagstad’s soars 
through it easefully, though with 
little insinuation. Both the vocal 
and emotional needs of the music are 
too much for Sten. 

Des Dichters obedgang. Marjorie Law- 
rence, with Felix fFolfes, ^^-17230 — 
$1. [**ff$$]. 

Lawrence labors with the mood of 
this song, which is a bit more subtle 
and introspective than her perform- 
ance suggests. The recording is good. 

Freundliche Vision. Helge Roswaenge. 
F-i 84I--$.7S. p*ff$$]. Walter 

Gieseking, piano. D-zooss — 

[*ff$$]. 

A MORE active poetic sense than 
Roswaenge’s would be welcome in 
this song, but he is a finely musical 
singer and a conscientious artist. 
His voice is well-reproduced. 
Gieseking uses his own transcription 
of the score and plays it with warm 
sensibility. However, the recording 
is decidedly bad. 

Hot gesogt. Schumann, r-7707 — $r. 

This is another of the excellent 
Schumann performances contained 


on this single disk, and strongly 
recommended. 

Heimkehr. Suzanne Sten, alto. C-iyais 
— $. 75 . 

Sten’s qualities have a better chance 
to assert themselves here than in 
her previously noted effort with 
^‘Cacilie.” 

Heimliche Aufforderung. Melchior. V- 
1853 — $.75. [^*ff$$]. Tauber, nmth 
orchestra. D-zo2$z — $.50. [*ff$$]. 

A PURIST might call Melchior’s treat- 
ment of this song operatic, but the 
justification of his manner can be 
easily found in the song itself. Cer- 
tainly he communicates every shad- 
ing of expression in it Tauber sings 
strongly but against an orchestral 
background poorly reproduced. 

Ich schwebe. Elisabeth Schumann. V- 
14076—$!. [**fff$$]. 

Delightfully spirited singing, 
finely reproduced. 

Lied an Meinen Sohn. Marjorie Law- 
rence, with Felix Wolfes. ^-17230 — 
$1. [**fff$$]. 

Since this might as well be an opera 
excerpt, the force and stride of Law- 
rence’s singing are thoroughly ap- 
plicable to it. Both her voice and 
the piano of Wolfes are well- 
reproduced. 

Mit deinen blauen Augen. Lehmann. D- 
20339— $.50. [*ff$$]. 

A TYPICALLY expressive perform- 
ance by Lehmann, alive with en- 
thusiasm and understanding. The 
recording is fair. 

Morgen. Lehmann. D-zoz^z — ^$.50. 
[*ff$$]. Claire Dux. D-zooSx — ^$.50. 
[*ff$$]. Tauber. D-zoz^z — ^$,50. 
[*f$$]. Szantho. F’-i795 — ^$.75. 
[**f$$]. Bettendorf. D-2S176 — $.75. 
[*f$$$]. 

None of these is a thoroughly satis- 
fying choice, for the four Decca 
disks are all marred by recording 
faults, and Szantho’s heavy voice is 
unwieldy for this song. On the 
whole, the mood and sense of the 
music are best approximated by 
Lehmann, for Dux is not willing to 
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commit herself too strongly in her 
performance. Tauber is sobby and 
Bettendorf hardly audible against 
the scratch on her disk. 

Nacht, die. Herbert Janssen, F-1930 — 
$.75. Hulda Lashanska, V- 

2027 — $.75. [**ff$$]. 

I PREFER the dusky veiled quality of 
Janssen’s voice in this song, though 
Lashanska sings it well. Both re- 
cordings are equally clear. 

Olympic Hymn ( 1936 ). Bruno Kittel 
Chorus and Orchestra, D-20294 — 
$.50. [**ff$$]. 

This flamboyant, overstuffed work 
is wonderfully suitable for the 
private Olympus inhabited by 
Hitler, Goering, and Goebbels, but 
it is a puny effort for the man who 
sensed the Greek spirit so eloquently 
in Elektra, The recording is good 
and loud. 

Ruhe, meine Seele. Hulda Lashanska, T- 
2027 — $.75. [*^ff$$]. Helen Trauhel, 
r- 17480— $ I. [*’'^*ff$$]. 

Despite the impressive expanse of 
Traubel’s voice, and the potent as- 
sistance of Bos, I prefer the eloquent, 
clear-voiced singing of Lashanska. 
Her enunciation of the text is espe- 
cially clear. 

Schlechtes Wetter, Elisabeth Schumann, 

r-7707— $1. [**fff$$]. 

Schumann conveys the humor and 
whimsicality of this conceit with 
splendid enthusiasm and musician- 
ship. The recording is good. 

Seitdem dein Aug'. Flagstad, F-1967 — 

$.75. [^’'ff$$]. 

The weight and solidity of Flag- 
stad’s voice can be accommodated 
by this song, which she sings with 
excellent understanding. 

Stdndchen. Elisabeth Schumann, ^with 
Karl Alwin, piano, F-7707 — $1, 
[**fff$$], Lehmann, i)-20340 — $.50, 
[*ff$$]. Gies eking, piano, C-17138 
— ^$- 75 - [**fff$$]. The same. D-20053 
— ^$.50. [*ff$$]. Eileen Joyce, piano. 
D-20048— $.50, [**ff$$]. 

This performance by Schumann 
and Alwin should be made a com- 


pulsory purchase with every copy of 
the sheet music that is sold to an 
aspiring singer. Between them the 
singer and pianist offer an impos- 
ing object lesson in the purpose that 
dictated the writing of every note 
and phrase in this enchanting and 
sometimes perplexing song. It is, in 
short, a magnificent accomplish- 
ment, in which Alwin deserves as 
much credit as Schumann, Lehmann 
lacks the vocal agility the music re- 
quires and is also impeded by an 
orchestral accompaniment Both 
Gieseking and Joyce use the former’s 
transcription, which makes a be- 
guiling piano piece. Though Giese- 
king’s feeling for this music is, 
traditionally, insuperable, Joyce 
comes close to equaling his deftness 
and grace. The Decca version by 
Gieseking is not in the class of the 
Columbia as a recording. 

Traum' durch die Dammerung. Janssen, 
F-1930— $.75. [**fff$$]. Melchior, 
F-iqSo — $.75, [**ff$$], Schumann, 
1^-14076 — $1, [*’'^f$$]. Norman Cor^ 
don, F-2165— $.75. [**ff$$]. Enid 
Szantho. ^-1795 — $.75. [**ff$$]. 

Lehmann. D-20340 — $.50. [*ff$$]. 
Virtually every range and type of 
voice is represented in this collec- 
tion, but the song has always 
sounded best to me when sung by a 
lyric baritone, especially when that 
baritone is so lyrical as Janssen’s. 
Melchior makes an admirable effort, 
but his voice lacks the magic of 
Janssen. Cordon sings in English but 
without much persuasiveness. The 
ladies are all singers to whom this 
song has a good deal of meaning, 
but the sound Schumann produces is 
thin and pinched for ‘^twilight,” 
whereas Szantho’s has an unpleasant 
gloominess and quaver. Lehmann 
uses orchestral accompaniment, but 
she is not flattered by the repro- 
duction. 

2ueignung. Melchior. ^-1853 — ^$.75. 
[♦*^fff$$]. Nelson Eddy, C-17185— 

$. 75 . [*•£$$]. 
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There is no challenge to the im- 
passioned eloquence of Melchior in 
the stodgy, uninteresting version by 
Eddy. The former has the benefit of 

MISCELLANEOUS 

An einsamer Quelle. Jascha Heifetz, 
violin, ^-14369 — $1. [**ff$$]. 

This belongs to the genre of music 
known as “encore pieces,” but it 


excellent piano-playing by Ignace 
Strasfogel, whereas the latter is 
supported by that ardent Strausso- 
phile, Nathaniel Finston. 

PIANO PIECES 

does not have, in this form, much of 
the color of Strauss. Heifetz plays it 
with superior tone but not much en- 
livening spirit. 


STRAVINSKY, IGOR 


Octet for Wind Instruments. Ensemble 
conducted by the composer, C-Set 
X25— $2.50. [**ff$$]. 

In company with a preponderance 
of the other recordings listed below 
in which the composer participates, 
the reproduction is extremely effi- 
cient within the range of the studio 


recording in vogue half a dozen 
years ago. This is definitely limiting 
to ultimate resonance and brilliance 
of the individual instruments but 
highly unifying to the general 
scheme of performance. The play- 
ers are thoroughly capable. 


OPERA EXCERPTS 


LE ROSSIGNOL 


Chinese March. Albert Coates and the 
London Symphony Orchestra, V- 
HI 60 — ^$1. [**ff$$]. 

This excerpt might also be listed 
under “symphonic poems,” for it is 


included in the concert version that 
Stravinsky made from his opera 
score. The performance is brisk and 
well-emphasized, the recording loud 
but somewhat blurred. \ 


ORCHESTRAL WORKS 


Apollon Musogete. Boyd Neel and his 
string orchestra, i)-25700-3 — ^$3. 

[**ff$$]. 

The fine quality of NeeFs musician- 
ship is favorably employed in this 
work, which also profits from the 
excellent capacities of the orchestra. 
The volume level of the recording 
is a little low, but in other respects 
it sustains comparison with the gen- 
eral level of contemporary repro- 
duction. 

Baiser do lo f^e (Pas de Deux). Antal 
Dorati and the London Philharmonic 
Orchestra, C-69840— $1. [**ff$$]. 
Dorati is thoroughly conversant 
with the niceties of this score, though 
some of them are obscured by the 
erratic balance of the reproduction. 
The actual playing is very capable. 


Feux d'artifice. Concerts Colonne Or^ 
chestra conducted by Gabriel 
Pierni, D-25509 — $.75. [*f$$]. The 
same. ^-25510 — ^$.75. [*f$$]. 

Unless these senses are more than 
ordinarily dull, these performances 
are identical, merely coupled with 
different items. In any case both are 
such unsatisfying reproductions that 
the purpose of this technical exercise 
is ill-served. 

Histoire du soldat, T. The composer 
conducting an instrumental septet, 
C’Set 184— $3*50. [^*fff$$]. ^ 

The bite and savagery of this score, 
its cynicism and subjectivity are 
wonderfully articulated in the per- 
formance directed by the composer. 
The instrumentalists are all skillful 
and thoroughly responsive to the 



404 


A GUIDE TO RECORDED MUSIC 


conductor’s desires. Though not 
powerful, the recording is clear. 

Noces, les. Kate Winter, Linda Sey- 
mour, Parry Jones, and Roy Hen- 
derson, •with percussion ensemble 
directed by the composer, C-Set 204 
—$3.50. 

Though an English text is used in 
this performance, it apparently has 
the endorsement of the composer, 
who conducts, and cavil with that 
acceptance would be fairly absurd. 
In any case the vocalists are treated 
as part of the instrumental ensem- 
ble, which is directed with per- 
sistent vigor and reproduced with 
excellent distinctness and clarity. 

Pastorale. Stokowski and the Phila- 
delphia Orchestra, r-1998 — $.75. 
[*=!^ff$$]. Szigeti, violin. C7-7304 — $1. 
[^^ff$$]. Samuel Dushkin, violin. 
C-17075— $-75* [**f$$]. 

I MUCH prefer the orchestral version 
of this song to either of the per- 
formances by the solo violinists. The 
Stokowski performance is also a 
better reproduction than either of 
the others. 

Petrouchka. Stokowski and the Phila- 
delphia Orchestra, V-Set 574 — $4.50. 

Stravinsky and a sym- 
phony orchestra. C-Set 109 — ^$3.50. 
[*ff$$]. Concerts Colonne Orches- 
tra conducted by Gabriel PiernL D- 
25526-8 — ^$2.25. [*f$$]. Stravinsky 

and the New York Philharmonic- 
Symphony Orchestra, C-Set X177 — 
$2.50. [**fff$$]. 

The vote cast here for the Stokow- 
ski performance is a reluctant one, 
based principally on the fact that he 
includes more of the score than can 
be heard on any of the competitive 
versions. This is an especial depriva- 
tion in the case of the recent 
Stravinsky-N. Y. Philharmonic-Sym- 
phony recording, which is an excel- 
lent job but covers hardly half of 
the music included in the Stokowski 
album. The much older European 
recording by Stravinsky is more 
representative but also mangled by 


the distortions of the reproduction. 
There are no virtues in the Piern6 
version sufficient to outweigh the 
meager sound realized by the en- 
gineers. 

Danse Russe. Dushkin, violin, with 
Stravinsky, piano. C-17075 — ^$.75. 
[*ff$$]. Szigeti, violin. C-17130 — 
$.75. [**ff$$]. Pierre Luboschutz and 
Genia Nemenoff, duo-pianists, V- 
2096— $.75. P*ff$$]. 

None of these has a compelling in- 
terest for me, though there is an 
interesting sidelight in the piano- 
playing of Stravinsky. Here he 
shows precisely how the rhythmic 
pattern of this episode should be 
emphasized, a knowledge that was 
apparently overlooked both by 
Szigeti and the duo-pianists. How- 
ever, they are all pallid when com- 
pared with the authentic orchestral 
version. 

Oiseau de feu, I'. Stravinsky and a 
symphony orchestra. C-Set X15 — 
$4.50. [**fff$$]. Stokowski and the 
All-American Youth Orchestra. 
C-Set 446— $3.50. [**»ff$$]. Sto- 

kowski and the Philadelphia Orches- 
tra. V-Set 291 — $3.50. [**ff$$]. 

Kleiber and an unidentified orches- 
tra. D-25541-3 — $2.25. [*ff$$]. 

If STRAVINSKY’S attitude toward his 
own score can be accepted as valid 
(and there is no justifiable reason 
for rejecting it), it can only be con- 
cluded that Stokowski’s treatment is 
filled with miscalculations and dis- 
tortions. This is equally true of the 
new version with the Youth Orches- 
tra and the older one with the Phila- 
delphia. Specifically one is impressed 
by the generally slower tempos pre- 
ferred by the composer, in which in- 
numerable details of scoring that 
seem arbitrary and puzzling in the 
conducting of others flow smoothly 
in the careful pattern of the whole 
score. The Stravinsky reproduction 
is neither so polished as the old 
Stokowski or so carefully defined as 
the new one, but it is persistently 
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more musical. Kleiber, curiously, 
comes closer to the treatment of 
Stravinsky than the American con- 
ductor does, though the recording is 
sadly inferior to any of the others. 

Oiseau de feu, Y (Berceuse only). Cort’- 
certs Colonne Orchestra conducted 
by Gabriel Pierne. JD-25320 — $.75. 
[*f$$]. Nathan Milstein, violin. C~ 
17115— $.75. 

The demands of this music are too 
precise to be fulfilled by such thick 
and insensitive recording as one 
hears in the Pierne version. Milstein 
plays the tune soulfully, but it is 
hardly a confection that can be 
plucked from a box and served in 
this offhand manner. 

Pulcinella Suite. Stravinsky and cham- 
ber orchestra. C-Set X36 — $2.50. 
[*ff$$]. 

I CANNOT enthuse about the recorded 
quality of this album, but the play- 
ing is clean, musicianly, and well- 
controlled. There is, incidentally, 
an element of humor and fantasy in 
this performance that is not often 
present in interpretations of other 
conductors. 

Ragtime. Stravinsky conducting an en- 
semble of eleven musicians. (7-68300 
— $1. [*ff$$]. 

Even as great a composer as Stra- 
vinsky is entitled to some lapse, and 
this, assuredly, is one that requires 
extenuation. Presumably the per- 
formance is what Stravinsky wants, 
but the results are thus all the more 
puzzling. The recording is fair. 

Sacre du printemps, le. Stravinsky and 
the Nevo York Philharmonic-Sym- 
phony Orchestra. C-Set 417 — ^$4.50. 
[**^fff$$]. Stokovjski and the Phila- 
delphia Orchestra. V-Set 74 — ^$4.50. 
[**ff$$]. Stravinsky and an un- 
identified orchestra, C-Set 129 — 
$5.50. Pfff$$]. 

Fortunately a new recording by 
Stravinsky of his chef d^oeuvre was 
one of the early undertakings of the 
composer on his recent stay in New 
York, which thus relieves the pur- 


chaser of the turmoil implied by the 
better Philadelphia recording vis-a- 
vis the early Stravinsky one. This 
last-named performance was always 
more sober and satisfying than the 
needled one of Stokowski, though a 
less imposing reproduction; and the 
gain in Stravinsky’s conducting 
ability in the decade since it was 
made are all to the listener’s ad- 
vantage. Thus one hears the texture 
of the score expounded with extraor- 
dinary lucidity and flow, which per- 
mits a closer understanding of the 
composer’s purpose than virtually 
any other conductor is qualified to 
give. I do not care especially for the 
flat, unresonant clarity of Columbia’s 
recording, but it is the medium for 
a much more satisfying experience 
than the Victor-Stokowski. 

Song of the Volga Boatmen. Kous- 
sevitzky and the Boston Symphony 
Orchestra. P"- 153 64 — $1. [**fff$$]. 

The recording and playing make 
much of this curious arrangement. 

Suite No. 2. Concerts Colonne Orches- 
tra conducted by Gabriel Pierni. D- 
25886 — $.75. [*ff$$]. Polka and Galop 
only. The same. D-2S509 — ^$.75. 
[*ff$$]. 

Those who are delighted by the 
irreverent wit of Shostakovitch’s 
Age of Gold ballet will discover the 
genesis of that kind of writing in 
these engaging pieces. They are 
played with gay fastidiousness by 
Pierne, and the reproduction is by 
no means impossible. So far as I can 
determine, the Polka and Galop on 
the single side are the identical 
performances included in the full 
suite but coupled with Stravinsky’s 
^Teux d’ Artifice.” 

Symphonic de Psoumes. Stravinsky con- 
ducting the Concerts Stfaram Or- 
chestra vnth the Alexis Vlassoff 
Choir. C-Set 162 — $3.50. [**fff$$]. 
The word that best describes the 
qualities of this recording is con- 
sonance, for it was made at a time 
when the engineers sought to repro- 
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duce the approximate rather than 
the precise sound of an orchestra. 
The latter method has resulted in 
occasional successes but numerous 
failures, and the studio recording 
in France in the early ’thirties re- 

ORCHESTRA AND 

Capriccio. The Boston Symphony Or- 
chestra conducted hy Kousse^vitzky, 
fwith Sanromd, piano. V-Set 685 — 
$2.50. [**fff$$]. Stravinsky, piano, 
•with the Concerts Straram Orchestra 
conducted by Ernest Ansermet. C-Set 
152— $3.50. [♦ff$$]. 

For a piece of as many surface 


tains its satisfying breadth and full- 
ness when it is as well-managed as 
this job was. Stravinsky conducts 
with intensive surety, with immacu- 
late precision and unrelenting 
absorption. 

PIANO WORK 

traits as this, Stravinsky’s piano 
playing is unsatisfying, the record- 
ing too circumscribed. Koussevitzky 
and Sanromd share a highly sensi- 
tized, carefully balanced conception 
and one that is translated into brim- 
ming life and bursting vitality by 
the engineers. 


PIANO WORK 

Piano Rag Music. Stravinsky. C-68300 — the conception, execution, and re- 

$1. [????], cording of this piece. It is: had. 

There is only one word to describe 


SONGS 


Tilim-Bom. Alexander Kipnis, F-1SS94. 
— $1. [**ff$$]. 

What there is of this song is lively 
and entertaining, also well-sung by 

VIOLIN 

Duo Concertonte. Samuel Dushkin, 
violin, and Stravinsky, piano. C-Set 

One could make out a very good 
case for the belief that Stravinsky 
wrote the outlandish dissonances 
and impossible intervals of this 
piece out of friendship for Dushkin, 
merely to disguise how bad a 
violinist he is. It is, in any case, an 
excruciating experience, dull and 


Kipnis. However, it covers only 
about enough grooves to contain a 
Beethoven fermata. 

WORKS 

unattractive in performance and re- 
production. 

Suite Italienne: Serenade, Scherzino. 

Dushkin, violin, and Stravinsky, 
C-68238— $1. [**f$$]. 

Dushkin’s toneless, studentish play- 
ing may some day be considered 
great artistry, but, fortunately, it is 
not likely to be either in our life- 
time or Stravinsky’s. The recording 
is better than the playing deserves. 


SUK, JOSEF 


Serenade for String Orchestra, opus 6. 

Vaclav Talich and the Czech Phil- 
harmonic Orchestra. V-Set 779 — 
$4.50. [^*fff$$]. 

The expression “out of this world” 
has been so much abused that one 
uses it with hesitancy in regard to 
this work. It indicates high praise 


among the swingsters, but in this 
connection it is used to suggest the 
remoteness of the time in which Suk 
wrote this gentle, poetic, inoffensive 
score with its talented poetry and 
unexciting expressiveness. Talich 
directs the work understandingly, 
and the recording is excellent. 
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SUPPE, FRANZ VON 


OPERAS 

BANDITENSTREICHE 


Overture. Dajos Bela Orchestra, D- 
20322 — $.50. 

The recording is more than a little 

BEAUTIFUL 

Overture. Bodanzky and an umdenti^ 
fied orchestra. jD-25128 — $.75. 

Howard Barlow and ^he 
CBS Orchestra, (7-71191 — $1. 

Despite the superior clarity of the 
Barlow recording I prefer the au- 


blatant, but the playing is spirited 
and rhythmically satisfying. 

GALATHEA 

thentic spirit of Bodanzky, the sense 
of style he communicates. Those 
who value brilliant orchestral sound 
above all else may be more inter- 
ested in the Barlow version, but 
even that is doubtful. 


BOCCACCIO 


Hob' ich nur deine Liebe. Elisabeth 
Bethherg. F-7415 — $1. [**f$$]. 

It is not unreasonable to expect the 
name of a conductor to be credited 
in the performance of an operatic 
excerpt, and the lack of one here is 
indicative of the emphasis in the re- 
cording. Rethberg sings with good 
vocal quality but a little too much 
‘^soul.” 

FLOTTE 

Overture. Da]os Bela Orchestra, D- 
20395 — $.50. [''^ff$$]. 

Dajos and his orchestra obviously 
enjoy the privilege of playing this 


March and Valse. Armas Jdrnefelt con- 
ducting the Star Symphony Orches- 
tra. D-20114 — $.50. [*ff$$]. 

There is plentiful spirit in this per- 
formance, but the recording is 
blowsy, lacking definition and em- 
phasis. 


BURSCHE 

music, but the listener's share in that 
enjoyment would be enhanced by 
better recording. 


PIQUE DAME 


Overture. Heger and the Vienna Phil- 
harmonic Orchestra. F-11346 — $i. 
P*'*ff$$]. Frieder JV eissmann con- 
ducting an unidentified orchestra. D- 
25876— $.75. [*ff$$]. 

Heger knows this style thoroughly 

POET AND 

Overture. Fiedler and the Boston 
** Pops'* Orchestra. ^'-11986 — ^$1. 
[**f$$]. W eissmann and an uniden- 
tified orchestra, D-25044 — $.75. 
[*ff$$]. Bourdon and the Victor 
Symphony Orchestra. P’- 35797 "~$* 75 * 


and is here aided by fairly repre- 
sentative recording. The brasses 
are somewhat blarey, but not suflSi- 
ciently so to make Weissmann’s per- 
formance more attractive. 

PEASANT 

I AM ordinarily an admirer of 
Fiedler’s performances, but this is a 
singularly casual and offhand one. 
However, it is better than the 
wheezy Weissmann version or the 
shockingly inept one by the Victor 
Symphony. 
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ORCHESTRAL WORKS 


Light Cavalry Overture. Fritz Zweig con^ 
ducting an unidentified orchestra. D- 
25046 — $.75. Rosario Bour- 

don and Victor Symphony Orchestra. 
V-212SS. — $.50. [**£$$]. Boult and 
the BBC Symphony Orchestra. V- 
11837 — $1. [**££$$$]. 

Considering the needs of this work, 
the performance under Zweig satis- 
fies them as forcefully and at a lower 
price than Boult- The Bourdon per- 
formance is “Roxyish” (without the 
technical precision that term im- 
plies) and poorly reproduced. Boult 
performs soberly and with good ani- 
mation, though the recording is be- 
low one’s expectations. 


Morning, Noon, and Night. Fiedler and 
the Boston *^Pops'* Orchestra. V- 
12479 — $1. [^*ff$$]. Robert Heger 
and the Vienna Philharmonic Or- 
chestra. i^-36004 — $.75. [^ff$$]. Basil 
Cameron conducting the Hastings 
Philharmonic Orchestra. D-20187 — 
$.50. [^ff$$]. 

There is, unfortunately, no cheap 
and acceptable alternative to the 
Fiedler performance, for the repro- 
duction of both the Heger and Cam- 
eron versions is distinctly unsatisfy- 
ing. 


SZYMANOWSKI, KAROL 


PIANO 

£tudeS/ opus 33 (1 to 12 ). Jahoh Gim- 
Pel. C-Set X189— $2.50. [**ff$$]. 
Fine rhythmic sensibility and excel- 
lent fingers are decidedly valuable 
to Gimpel in these performances. 
The piano is well-reproduced. 

VIOLIN AND 

Roi Roger, le: Chant de Roxanc. Jascha 
Heifetz. r-14625— $1. [**fff$$]. 

Henn Temianka. D-25737 — $.75. 

[*ff$$]. 

As WELL as having better recording 
on his side, Heifetz also has Heifetz 
— an advantage which is far frOm 
dismissable. Temianka plays intently 
and with imagination, but he is 
hardly able to do himself justice. 
Fountain of Arethusa, the. Szlgeti. C- 
7304—$!. 

To THIS taste the most eloquent in- 
terpreter of this work was the late 
Paul Kochanski, an extraordinary 
violinist singularly unhonored on 
disks. Szigeti reproduces a good deal 
of his expressiveness, plus a tone 
quality altogether his own. 


WORKS 

Mazurkas, opus 50 (1 and 2 ). Gimpel. C- 
70746—$!. [**ff$$]. 

Of all the successors to Chopin, 
none has understood his spirit so 
well as Szymanowski or paraphrased 
it so aptly. The playing is musicianly 
and well-reproduced. 

PIANO WORKS 

Notturno. Yehudi Menuhin. F-14383 — 
$1. [**ff$$]. 

Menuhin realizes the atmosphere of 
this work affectingly, with good 
tonal suavity and control. 

Romance, opus 23 . Henri Temianka. D- 
25737— $- 7 S- 

Despite Temianka’s violinistic abil- 
ity the limitations of the recording 
are decidedly inimical to his inter- 
pretative effort It may be recom- 
mended with this reservation. 
Tarantella. Menuhin. V-t^sH — $*• 
[**ff$$]. Milstein. C7-69398 — $1. 
[♦*£$$]. 

My enthusiasm for Menuhin’s play- 
ing is decidedly tempered, but I pre- 
fer its efficiency and vigor to the 
brittle, uninteresting playing of 
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Milstein. The issue here is princi- has more of that quality than Mil- 
pally a personal one, and Menuhin stein. 

TANSMAN, ALEXANDER 


Triptyque for String Orchestra. Curtis 
String Orchestra conducted by Louis 
Bailly. /^-ii944-5--$2. St 

Louis Symphony Orchestra led by 
Vladimir Golschmann. C-Set X47 — 
$2.50. 

Bailly’s treatment of this score does 
not impress me as the acme of un- 


derstanding or suitability, but the 
playing by his students is much su- 
perior to that of the St Louis or- 
chestra of this recording. Moreover, 
the Columbia recording is exceed- 
ingly thin and unpleasant on these 
disks. 


TARTINI, GIUSEPPE 


CONCERTOS 

VIOLIN 


In D minor. Joseph Szigeti, •with uni- 
dentified orchestra and conductor. C- 
Set X103 — $2.50. [*^fff$$]. 

The nobility of Szigeti’s playing is 
beautifully tempered to this work, 
which he phrases with pointed vigor 


and stimulating keenness of tone. 
Though there is no credit for either 
conductor or orchestra, both perform 
eflSciently, and the recording is ex- 
cellent 


VIOLONCELLO 


In D major. Rudolf Hindemith and uni-- 
dentified orchestra. D-25239-40 — 
$1.50. [*ff$$]. 

Graceless but musicianly is the 
phrase appropriate to Hindemith^s 
treatment of this work. His tone is 


thick and unsensuous, but he plays 
with sober efficiency. Whoever is 
responsible for the dull conducting 
should be grateful for the anonymity 
which cloaks him. The recording is 
fair. 


SONATAS 


Devil's Trill. Albert Spalding and 
Andre Benoist. ^-14139-1787 — ^$1.75. 
[**f$$]. Milstein and Leopold Mitt- 
mann. C-Set X98 — $2.50. [*f$$]. 

My inclination is to turn thumbs 
down on both of these, for the play- 
ing in each instance is marred by 
thin tone, uncertain intonation, and 
limited imagination. Those who must 
have a recorded version of this 
work will find the Spalding a little 
better reproduced than the Milstein, 
though both are unsatisfying. 

Adagio in E (arr. Ondricek). Szigeti and 
Magaloff. (7-69062 — $1. [**ff$$]. 


There is a fine flow of feeling in 
Szigeti’s performance, a lovely, ar- 
ticulate lyricism. 

Fugue in A (arranged by Kreisler). Ar- 
nold Belnick, •violin. (7-69795 — ^$1. 
[#«'^ff$$]. Stefi Geyer. D-2S76$ — $.75. 
[*f$$]. 

The name of Belnick is doubtless 
an unfamiliar one to most record 
buyers, but he is a young musician of 
uncommon talent who plays this 
work with vigor and tonal richness. 
It is far superior, in performance 
and recording, to the alternative 
version. 
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TAYLOR, DEEMS 


OPERAS 

THE KING'S HENCHMAN 

Oh! Caesar; Nay, Maccus. Lanjorence richness and solidity of Tibbett’s 

Tibbett nvith orchestra and chorus voice in these excerpts, for the sound 

directed by Giulio Settu r-8103 — ^$1. of it has changed greatly in the 

[***^ff$$]. dozen years since it was made. The 

One is especially impressed by the recording remains quite good. 

PETER IBBETSON 

Woltzes; Inn Music; Dream Music. in the “Inn Music’* and the first por- 

ard Barlow and the CBS Symphony tion of the “Dream Music.” In any 

Orchestra. C-Set X204. — $2.50. case the conducting is flowing, fer- 

vent, and more personalized than 
Both Barlow and Taylor are hap- much of Barlow on records. The re- 

piest when the line of the music is cording is better than he usually has, 

clear and distinct, not weighted by but it is not yet what it should be. 

too many expressive aspirations — as 

ORCHESTRAL WORK 

Through the Looking Glass. Howard Bar- he is sadly mistreated by the record- 

low and the CBS Orchestra. C-Set ing. The sound is clear and well- 

350 — ^$4.50. [^^fff$$]. defined, but the strings have little 

There is nothing but sympathy in glow, the wood winds a peculiar 
Barlow’s treatment of this work, but flatness. 

SONGS 

Song for Lovers, Rose BamptoUy con- (it dates from her early period, pre- 
tralto. F-1648 — $.75. [**fff$$]. soprano) and with delightful fanci- 

Bamfton vocalizes attractively here fulness. The recording is good. 

TCHAIKOVSKY, PETER ILICH 


BALLET MUSIC 

Aurora's Wedding. record purchaser even if his version 

See under “Sleeping Beauty.” were not cheaper than those of Stock 

Nutcrocker Suite. Goossens and the Lon- and Stokowski. Perhaps the solo 

don Philharmonic Orchestra. V-Set wood winds of the London Philhar- 

Gs — ^$2.50. [**fff$$]. Stoko^wski and monic are not quite so brilliant as 

the Philadelphia Orchestra. V-Set those of the Philadelphia, but the 

265~$3.5o. [^^ff$$]. Stock and the recording is in all other respects 

Chicago Symphony Orchestra. C-Set equal to the Stokowski of six years 

395 — ^$ 3 ; 50 ' [^^ff$$]. Robert Heger ago. Both of these have more fidelity 

conducting an unidentified orchestra. to the sound of an orchestra than the 

D-25182-4 — $2.25. [*f$$]. recent Stock versiorf, which is dull 

Goossens’ feeling for this music and indistinct, lacking clean outlines 

would be an arresting factor to a or sonority. The one directed by 
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Heger is stodgy and poorly repro- 
duced. 

Waltz. Lew White, organ, r-36225 — 

$.75. 

This is an authentic carousel per- 
formance in which one can almost 
see the horses bobbing in the back- 
ground. The recording is noisy. 

Sleeping Beauty, the. Efrem Kurtz con- 
ducting the London Philharmonic 
Orchestra. V-Set 326 — ^$3.50. 
[**ff$$]. Constant Lambert and the 
Sadler^ s Wells Orchestra, V-Set 67^ 
—$3.50. 

The Kurtz album bears the title 
Aurora's Wedding and contains the 
music that is used in the familiar 
ballet of that name. Lambert dupli- 
cates some of the music that Kurtz 
conducts, but those who want the 
succession utilized by de Basil’s com- 
pany will find it in the first set. It 
is a generally capable job of con- 
ducting and more satisfying to this 
taste, perhaps because the tempos 
and phrasings are more familiar 
than Lambert’s. The latter is inclined 
to be a little ponderous, and the re- 
cording of his orchestra is boomy. 

Sleeping Beauty, the (Waltz only). 
Fiedler and the Boston *^Pops" Or- 
chestra. J^-11932 — ^$1. [♦*ff$$]. 

Marek Weber and orchestra. V- 
36132 — ^$.75. [*f$$]. Jessica Drag- 
onette, soprano. ^-4457 — $- 75 * 

[**f$$]. 


The Fiedler treatment is lumbering 
and overstressed, that of Weber im- 
peded by an organ. Dragonette sings 
prettily, but the vocal arrangement 
includes a “verse” that hardly 
sounds like Tchaikovsky to me, plus 
some absurd lyrics. 

Venations. J. F. Szyfer conducting a 
symphony orchestra. C-68934 — $1. 
[*f$$]. 

According to the label of this rec- 
ord the playing of the music used for 
the famous ‘‘Bluebird Variations” is 
supervised by Serge Lifar. This may 
explain its unmusicality, its vagaries 
of pace and accent, for it suggests 
just what the average dancer’s atti- 
tude toward music is like. The re- 
cording is poor. 

Swan Lake. Antal Dorati and the Lon- 
don Philharmonic Orchestra. C-S^et 
349 — $4.50. [**ff$$]. John Barbi- 

rolli and the London Philharmonic 
Orchestra. V-11666-7 — $2^ [**ff$$]. 
As IN the case of the Sleeping Beauty 
there is no uniformity in the versions 
used by the two conductors. Dorati 
includes more of the score than is 
ordinarily used by the Basil and 
Monte Carlo companies, whereas 
Barbirolli includes portions of all 
three acts. I find the Dorati more 
representative and his conducting 
more idiomatic than Barbirolli’s. 
The Columbia recording is also su- 
perior. 


CONCERTOS 

PIANO AND ORCHESTRA 


No. 1 in B flat minor. Vladimir Horowitz 
and the NBC Orchestra conducted 
by Toscanini. V-Set 800 — $4.50. 
[***ff$$]. Artur Rubinstein and the 
London Symphony Orchestra con- 
ducted by John Barbirolli. V-Set 180 
— $4.50. [*fff$$]. Egon Petri and the 
London Philharmonic Orchestra led 
by Walter Goehr, C-Set 3i8-7-$4.5o. 
[*»ff$$]. 

As THE firsts recorded example of 
Toscanini’s Tchaikovsky this is also 
likely to remain a memento to haunt 


the memory of that conductor when 
a final casting up of his merits is 
considered ten, twenty, thirty years 
hence. His basic attitude is conveyed 
by the brisk, noncommittal pro- 
nouncement of the opening motive, 
and the establishment of a tempo to 
which even Horowitz finds difficulty 
in conforming — a new simile for 
fast. There are several moments of 
breathtaking force and brilliance in 
the collaboration (how could it be 
otherwise?), but the total impression 
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is o£ a work mangled, lacerated, and 
torn apart by a conductor deter- 
mined to impose his conception upon 
it, and a soloist who does not won- 
der why. The recording is splendid. 
Unfortunately neither the Rubin- 
stein nor Petri versions is a reason- 

VIOLIN AND 

In D major. Jascha Heifetz ^ith the 
London Philharmonic Orchestra con- 
ducted by John Barbirolli, V-Set 
356 — ^$4.50. Milstein and 

the Chicago Symphony Orchestra 
led by Stock. C-Set 413 — ^$4.50. 

Bronislav Hubermann 
<usith orchestra conducted by Maxi- 
milian Steinberg. D-25470-3 — ^$3. 
[*ff$$]. The same. C-Set 131 — ^$4.50. 

It is no simple matter to challenge 
the violinistic virtuosity of Heifetz 
and his pronounced sensitivity to 
such a score as this, especially as 
both Milstein and Hubermann are 
immersed in difficulties not wholly of 
their own making. Milstein has the 
advantage of relatively better re- 


able challenge, for the forthright, 
dynamic playing of Rubinstein is 
poorly reproduced, while the vigor- 
ous, intellectualized performance of 
Petri is lacking in the kasha, borscht, 
and tchai of the score. 

ORCHESTRA 

cording, but it dates from the period 
early in 1941 when Columbia had 
not decided just how it wanted an 
orchestra to sound — with results that 
are adventurous but unsatisfying. 
The two Hubermann performances 
are, as far as these ears can deter- 
mine, identical. The more expensive 
one is a better pressing, but it does 
not offer more of Hubermann’s ex- 
ceptional response to the music than 
the Columbia one does. All these 
esoteric matters aside (including the 
strong, forthright fiddling of Mil- 
stein), it is plain that Heifetz is in- 
finitely the superior interpreter of 
this work, able, impassioned, and 
understanding. 


OPERAS 

EUGEN ONEGIN 


Written Words. Georges Baklanoff and 
orchestra. D-20423 — $.50. [*ff$$]. 
Baklanoff is a capable singer, but 
he has little assistance from the re- 
cording here, and the orchestra is 
particularly feeble. 

Letter Scene. Beata Malkin <ujith or- 
chestra. D-25840 — $.75. [*ff$$]. 

This interpretation may be recom- 
mended to Tchaikovsky fans, but the 
reproduction of Malkin’s robust 
singing is undependable. 

Waltz. Julius Harrison and orchestra. 
■0-^5590 — $-75 • [**ff$$]. Armas 

Jdrnefelt and the Stockholm Opera 
Orchestra. D-25325 — $.75. [*ff$$]. 
Comparatively, the Harrison per- 
formance is well-recorded, but only 
comparatively. Both interpretations 
are routine and uninteresting. 

Polonaise. Boult and the BBC Symphony 


Orchestra, r-36324 — $.75. [*^fff$$], 
Fiedler and the Boston *’Pops** Or- 
chestra. r- 1 2429 — $1. [^^ff$$]. Jdr- 
nefelt and the Stockholm Opera Or- 
chestra. D-2S$2$ — $.75. [^ff$$]. 

The rhythmic accentuation imparted 
by Boult to this music makes his ver- 
sion more desirable than the slighter, 
more emphatic, and brilliant version 
of Fiedler. JSrnefelt has nothing to 
offer in comparison with either of 
these. 

Lenski's Air. Peter Raiceff and orches- 
tra. D-20247 — $.50. [^ff$$]. Charles 
Kullmann. C-9099 — $r. [*^f$$]. 
Raiceff uses the Russian text, which 
is a strong initial advantage, and he 
performs with prevailing vocal free- 
dom and excellent knowledge of the 
style. Kullmann sings in German, 
with more freedom than is usual 
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with him, but not well enough to off- At the price, these two sides (see 

set the other merits of Raiceff’s sing- ‘‘Written Words” above) are a rea- 

ing. sonable investment, though neither 

Alas! There Is No Doubt. Baklanoff. is a compelling job. The recording 

£>-20423 — $.50. is poor. 

JEANNE D'ARC 

Adieu, forets. Maria Jeritza* F-660'4 — satisfying during the first minute or 

$1. [^ff$$]. so when Jeritza’s voice is not 

A CONVENTIONAL performance of the strained. Thereafter it is quite un- 
conventional French text, which is endurable. 

MAZEPPA 

Cossack Dance. Harty and the Halle few who possess it to an uncommon 
Orchestra, C-^ojS — ^$1. [**ff$$]. degree) is apparently the property 

The surprising flair of English con- of Harty also. He leads this piece 

doctors for Russian music (Coates, forcefully, but the recording is not 

Beecham, Goossens, and Boult are a so colorful as the music requires. 

PIQUE-DAME 

Prince Yeletzky's Proposal. Alexander the top tones, and her general style 

Kraieff, D-20219 — $.50. [*ff$$]. is somewhat ponderous for this 

It is the impression of this writer music, but she sings it with compre- 

that Kraieff (identified under a hension and good musical control (ih 

slightly different spelling) was a Italian). The orchestra is capable, 

member of one of the numerous Rus- the recording good average Victor, 

sian groups that toured the country Orchestral Selection. Dajos Bela Orches- 
during the last decade. He is, in any tra. D-25808 — $.75. [*ff$$]. 

case, a capable singer, with a good, The imperturbable Dajos, who will 

workmanlike estimate of this music. undertake anything from the Count 

The recording is poor. He sings in of Luxembourff waltzes to a reduc- 

Russian. tion of Sibelius’ “Valse Tfiste,” is 

L'istante e presso omai. Irene Jessner, not disturbed by this assignment. He 
F-17S59 — $!• [**ff$$]. plays the music tolerably well, and 

Jessner’s voice tends to shatter on the recording is blatantly emphatic. 

ORCHESTRAL WORKS 

Capriccio Italien. Stoko^wski and the lated by brilliant recording alone. 

Philadelphia Orchestra, ^"-6949-50 Stokowski has obviously prepared 

— ^$2. [^^fff$$]. Fiedler and the Bos- this performance with fanatical care, 

ton *'Pops*' Orchestra. V-Set 6 sz — and the effect on the sound that 

$2.50. [^**ff$$]. reaches the listener is incontestable. 

At the cost of a good deal of soul- However, if one is primarily inter- 

searching I am forced to reverse my ested in superlative recording, that 

usual prejudice against Stokowski can be found abundantly in the 

and in favor of Boston “Pops” re- Fiedler version, which is also care- 

cording to acknowledge that there is fully considered and insistently su- 

more in this music than can be simu- pervised. 

OVERTURES 

Froncesca da Rimini. Beecham and the Symphony Orchestra, V-Set 598 — ^$3. 

London Philharmonic Orchestra, C- [**ff$$]. Coates and the London 

Set 447 — $3.50. [^^fff$$]. Barbirolli Symphony Orchestra. ^'-11091-2— 

and the New York Philharmonic- $2, [^ff$$]. 
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Though the supposition is a flatter- 
ing one, the listener has the feeling 
that Beecham has gone back to the 
poetic basis of this score, to find the 
depth of feeling, the strength of 
meaning that he imparts to his per- 
formance. The molding of phrases is 
amazingly plastic, the whole hue of 
the interpretation dramatic. In addi- 
tion one could not hear a more ro- 
bust, satisfying recording. Both the 
Barbirolli and Coates conceptions 
are competent within a traditional 
framework, but the former is de- 
cidedly superior as a recording. 

Hamlet. Dorati and the London Phil- 
harmonic Orchestra, F-13760 — ^$1. 
[^*ff$$]. Coates and the London 
Symphony Orchestra, V-Set 395 — 
$2,50. [*ff$$]. 

Lest the discrepancy in price seem 
at once an overpowering factor 
(especially as the newer version is 
the cheaper one), let it be mentioned 
immediately that Dorati uses the 
form of opus 67b, rather than that 
of 67a (Coates’ preference), in 
which the music is described as 
‘‘Overture-Fantasia.” I personally 
cannot see a greater attraction in the 
longer version, but the difference 
certainly exists. Dorati conducts with 
the enthusiasm of a Hungarian who 
is also a Tchaikovskyite, while 
Coates is English, Danish, Shake- 
spearian, and Muscovite all at once. 
The Dorati recording is much more 
ample and believable than the 
Coates. 

Marche Slave. Rodzinski and the Cleve- 
land Orchestra, C-11567 — ^$1. 
[**fff$$]. Fiedler and the Boston 
'^Pops** Orchestra, F-i20o6 — $i. 
P*ff$$]. Stokowski and the Phila- 
delphia Orchestra, F-6513 — ^$1. 
[*ff$$]. 

As IN various other works by Tchai- 
kovsky, a special sense of apprecia- 
tion in a particular conductor can 
impart unsuspected virility and ex- 
pressiveness to a familiar work. I 
can only compare Rodzinski’s treat- 


ment of this score to his vitalizing 
performance of Sibelius’ “Finlandia,” 
ironic though that juxtaposition 
may, in a political sense, seem to- 
day, The buoyant recording is 
climaxed by an astounding effect on 
the second side, which is unique on 
records. Fiedler’s version is business- 
like and noncommittal, but brilliantly 
reproduced. Apparently the Stokow- 
ski version is retained for senti- 
mental reasons, for it is more than 
a dozen years old. 

Romeo and Juliet. Rodzinski and the 
Cleveland Orchestra^ C-Set 478 — 
$3.50. [**fff$$]. Serffe Koussevitssky 
and the Boston Symphony Orchestra, 
V-Set 347-- $3.50. Mendel- 

herg and the Amsterdam Concert- 
gebouv) Orchestra. C-Set X33 — $2.50. 
[*ff$$]. Stokowski and the Phila- 
delphia Orchestra, V-Set 46 — $3.50. 
[*ff$$]. 

Not since the golden days of Sto- 
kowski, ten and a dozen years ago, 
has a conductor put so many vital 
performances on records within a 
short time as Rodzinski has in the 
last half of 1941. This is the latest 
of them, in release date, and a mag- 
nificent climax to the sequence. He 
need defer in no particular to the 
previous criterion — the performance 
of Koussevitzky — and there is even 
more driving energy, electrifying 
impulse, and undeviating control in 
certain passages than in the Boston 
Symphony’s still remarkable accom- 
plishment The recording is vividly 
believable. I would not care to meas- 
ure the difference in credibility be- 
tween this and the Boston version, 
for the latter is still superbly clear 
and full, Koussevitzky’ s conception 
impellingly forceful and flexible. 
Both the Mengelberg and Stokowski 
are interesting only as curios, with 
the former a memento of early ex- 
perimentation in hall recording. 

Solenelle — 1812 , Rodzinski .and the 
Cleveland Orchestra. C-Set Xaos — 
$2.50. [**fff$$]. Stokowski and the 
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Philadelphia Orchestra. F-7499-7500 
— $2. Fiedler and the Bos- 

ton ^^Pops^* Orchestra. V-Set 515 — ■ 
$3.50. Don Cossack Choir. 

C-7363 — ^$1. W eissmann and 

an unidentified orchestra. D-25279- 
80— $1.50. [*£$$]. 

Rodzinski’s extensive, intensive feel- 
ing for Tchaikovsky’s nationalistic 
expressions is as much evident in 
this work as it was in the “Marche 
Slave” previously noted. There is 
remarkable fervor, potency, and 
imagination in his reading, realized 
by his fine band with estimable 

SERI 

In C major. Adrian Boult and the BBC 
Symphony Orchestra. V-Sei 556 — 
$3.50. [**ff$$]. Waltz only. Kousse- 
mtzky and the Boston Symphony 
Orchestra. ^-141 89 — $1. [**ff$$]. 

Shilkret and the Victor Salon Or- 
chestra. r-26486— $.50. [**f$$]. 

Mengelherff and the Amsterdam 
Concertgebouw Orchestra'. jD-25484 

-$.75. [*ff$$]. 

Boult performs this music with 
steady musicality and strong rhyth- 
mic force. The playing of the BBC 


efficiency. The recording is a shade 
less electrifying than Fiedler’s, but 
the overall justice to Tchaikovsky is 
greater. The Stokowski effort is a 
remarkably refined one in its bal- 
ance of strings, of wood winds, 
brasses, and tympani, but I prefer 
the penetrating vigor and lustiness 
of Rodzinski. The singing of the 
Cossacks will stimulate the same 
nerve centers as Massenet’s “lilegie” 
on the marimba. I can find little to 
endorse in. the conducting or re- 
cording of the Weissmann. 


strings is warmly appreciative of 
the cunning tunes written for them 
by Tchaikovsky, and the recording 
is thoroughly satisfying. The Kous- 
sevitzky playing of the waltz is 
graceful and sonorous, whereas the 
efficiently stylistic performance of 
Mengelberg is marred by peculiarly 
uneven recording. The Shilkret disk 
might be labeled “Crime and Punish- 
ment,” if the purchaser is unwary 
enough to make the investment. 


SYMPHONIES 


No. 2 ("Little Russian"). Go os sens and 
the Cincinnati Symphony Orchestra. 
V-Set 790— $4.50. [**ff$$]. 

It is good to have so capable an 
orchestra as the Cincinnati on disks, 
but it is even better to have the 
aware musicianship and warm sym- 
pathies of Goossens employed to the 
advantage of this lively, well- 
constructed' score. Most music lovers 
will find more affinity in it to 
Tbhaikovsky’s ballets than, to his 
later symphonies, an estimate in 
which Goossens concurs. The re- 
cording is excellent. 

No. 3 ("Polish"). Kindler and the 
National Symphony Orchestra, 

Set 747— $5.50, [**ff$$]. 

Neither Kindler nor the National 
Symphony he conducts is here quite 
first-rate, a fact that is hardly to 


the advantage of Tchaikovsky. 
The conductor’s* inclinations are 
thoroughly prosaic, though he has 
the advantage of forceful recording. 

No. 4 in F minor. Mitropoulos and the 
Minneapolis Symphony Orchestra. 
C-Set 468— $5.50. [**fff$$]. Kous- 
sevitzky and the- Boston Sym- 
phony Or&hestra. V-Set 327 — ^$5.50. 
[**ff$$]. Mengelberg and. the Am- 
sterdam Concertgebou^m Orchestra. 
C-Set 133 — $5.50. [*ff$$]. The same. 
ZJ- 2 S 432 - 3 - 4 -S- 6 — $ 3 . 75 ' 

The issue here comes down to a 
choice between the Koussevitzky of 
the North and the Koussevitzky of 
the West, for both conductors im- 
pose much the same kind of forceful, 
dynamic discipline on the music. 
Mitropoulos, however, deals heavily 



416 


A GUIDE TO RECORDED MUSIC 


in restraint during the first three 
movements, a curious procedure for 
a conductor of his ordinary excite- 
ment. I would not surrender the 
Koussevitzky version for this newer 
one, but the greater amplitude of the 
recording, the vigor and incisiveness 
of the playing would incline me to 
it otherwise. To these ears the two 
Mengelberg performances are identi- 
cal, animated by similar virtues and 
marred by equal excesses. Consid- 
ering the difference in price, I would 
nominate the Decca version as the 
one sufficiently suggestive of Men- 
gelberg’s attitude toward this score, 
even though it is impaired by poor 
surfaces. 

No. 5. Ormandy and the Philadelphia 
Orchestra. V-Set 828 — $5.50* 
[***fff$$]. Beecham and the LoU’- 
don Philharmonic Orchestra. C-Set 
470 — $5.50. [***fff$$]. Rodzinski 

and the Cleveland Orchestra. C-Set 
406 — $5.50. [**fff$$]. Stock and the 
Chicago Symphony Orchestra. V-Set 
G4 — $4.75. [*ff$]. Stokovjski and 
the Philadelphia Orchestra. V-Set 
2S3 — $6.50. [*ff$$$]. Mengelberg 

and the Amsterdam Conceftgebouvj 
Orchestra. D-25478-9-80-1-2-3-4 — 
$5.25. [*ff$$]. The same. C-Set 104 
--$7.50. [*ff$$]. 

Lacking any definite conviction 
about just how this music should 
sound, I cannot assert a strong pref- 
erence for any of the three contem- 
porary recordings — the spirited, 
brilliant-sounding Ormandy, the 
poetic, warmly mellow Beecham, or 
the impassioned, edgy one of Rod- 
zinski. There is, to my taste, the 
greatest musical sophistication in 
the Beecham, but his determination 
to realize every nuance in the score, 
every texture of the orchestra, re- 
sults in exposing some that Tchai- 
kovsky might have better left out. 
Ormandy performs with straightfor- 
ward energy, and with occasional 
sentimentality; and Rodzinski, to 
whom the music plainly means more 


than it does to either of the others, 
has neither an orchestra of the 
quality they work with or the best 
reproduction of his own. I would 
prefer to live with the Beecham, 
especially as its range of fidelity is 
an astonishing one; but the conven- 
tional estimate of this work is best 
presented in the Ormandy, which is 
as magnificent a panorama of sound 
as the recorded literature contains. 
All of the additional versions might 
be withdrawn together, for of them, 
only the Mengelberg represents an 
interpretation that should be pre- 
served for its intrinsic qualities, 
and they are mostly those of ex- 
aggeration. Certainly the Stock ver- 
sion is preferable, if economy is 
imperative. Both the price and the 
merits of the Stokowski version are 
preposterous. 

No. 6 ("Poth^tique"). Wilhelm FurU 
vjdngler and the Berlin Philharmonic 
Orchestra. V^Set 553 — $6.50. 
[**fff$$]. Stokovoski and the All-' 
American Youth Orchestra. C-Set 
432 — $6.50. [^*ff$$]. Ormandy and 
the Philadelphia Orchestra. V-Set 
337 — $5*50. [**'‘f$$]. Koussevitzky 

and the Boston Symphony Orchestra. 
V-Set 85 — $5.50. [*ff$$]. Philippe 
Gaubert and the Paris Conservatory 
Orchestra. C-Set 277 — $5.50. [^*f$$]. 
Under present conditions I cannot 
deny that any reasonable version by 
Stokowski would appeal to me more 
strongly than a slightly superior one 
by Furtwangler. It may be in- 
terpreted as a mark of infinite ex- 
cellence that the playing and record- 
ing of the Furtwangler performance 
win the unqualified endorsement of 
this writer. The recent Stokowski 
interpretation is inexplicably erratic 
(even for a Stokowski interpreta- 
tion), and the recording vacillates 
between impeccable clarity and dis- 
maying disproportion. Subordinate 
voices protrude without warning, 
and important threads of the tonal 
fabric disappear as suddenly. The 
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old Koussevitzky version is out- 
moded in volume and definition, 
whereas the Ormandy interpretation 
is brashly reproduced and musically 
unsatisfying. Gaubert performs 


soberly but with too much reticence 
for the benefit of this score. The 
recording is good of the studio 
type, but that manner is no longer 
a valid criterion. 


PIANO WORKS 


Humoresque. Fritz Kreisler, ^violin, T- 
1170— $.75. [*ff$$]. 

Kreisler plays his own engaging 
transcription of this piece, with 
every shading of its delightful spirit 
neatly reflected. The recording is 
thin and not flattering to his tone. 
Troika. Rachmaninoff. F-6857 — ^$1. 

[^ff$$]. Kilenyi. C-69798— $1. 

The differences between a great 
and an ordinary artist are rather 


cruelly illustrated in a comparison 
of these performances, for Rach- 
maninoff plays the music with a 
fantasy and affection that Kilenyi 
would hardly consider worth the 
expenditure on so slight a piece. But 
the results make Rachmaninoff^s ver- 
sion enduringly attractive, despite 
the tinny reproduction, whereas 
Kilenyi’s has little more than facility 
and good reproduction to commend it. 


QUARTET FOR STRINGS 


In D major. Roth String Quartet. C-Set 
407 — $4.25. [*^ff$$]. 

The Roths’ appreciation of the many- 
stranded texture evolved by Tchai- 
kovsky is a considerable contribu- 
tion to the interest of their perform- 
ance. The playing is musically re- 
sponsive, clean, and well-balanced, 
the recording quite satisfying though 
a little overpowered by highs. 

Andante Cantabile only. Budapest String 
Quartet, f-36339— $-75. [*^ff$$]. 

Elman String Quartet. F-6634 — $1. 
[*ff$$$]. Ormandy and the Minne- 
apolis Symphony Orchestra. 

— '$*75* [**ff$$]* Julius Harrison 
Conducting strings of the Hastings 
Philharmonic Orchestra. jD-20221 — 
$.50. [*'^ff$$]. Kreisler, violin. V- 
15217 — $1. [**ff$$]. The same. V- 
6184 — $1. [^ff$$]. Alexander 

Schmidt, violin. F-2^S2S — $.50. 

[*f$$$]. 


One doubts that the Budapest en- 
semble is greatly stimulated by this 
movement, which they play with fine 
tone and excellent technical finish but 
with little enthusiasm. However, it 
is the better of the two isolated 
quartet performances, for the Elman 
performance is abridged and domi- 
nated by Elman’s almost visible de- 
light in the seductive tune. Or- 
mandy’s orchestra is a good deal 
better reproduced than Harrison’s, 
and the playing is decidedly more 
polished. Both Kreisler versions are 
fanciful, but the first-listed is a much 
more recent recording, better re- 
produced. Schmidt plays in a wed- 
ding-reception style, and one almost 
expects to find “O Promise Me” on 
the reverse side. 


SONGS 


At the Boll. Maria Kurenko, soprano. 
^-16418—$!. [^*fff$$]. Rosing. D- 
29048--$i. [*^ff$$$]. 

In common with the other Tchai- 
kovsky songs sung by Kurenko, the 
style of the composer is faithfully 


represented here, the line of his in- 
vention traced with intelligent mu- 
sicianship and recreative sense. The 
Russian texts are used, and enun- 
ciated with excellent clarity. The one 
important criticism is that Kurenko’ s 
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voice is sometimes shrill and pinched, 
though not often enough or at suffi- 
cient length to diminish the quality 
of her accomplishment. The record- 
ing is good. Rosing’s version is sen- 
sitive and well-formed, but his voice 
is not always dependable. 

Again As Before. Rosing. D-29048 
— $1. [**ff$$$]. 

See entry above. 

Autumn. Sidor Belarsky, with Ivan 
Basilevsky. M-253 — $i. 

A MAGNIFICENT job of vocalization 
and mood projection, enhanced by 
the depth of Belarsky’s feeling and 
his use of the original Russian text. 
It is typical of the other songs in his 
album (M-Set 51 — $3.50), though 
vocally a bit the richest of them. 
Ivan Basilevsky accompanies ex- 
pertly, and the recording is very 
good. 

By the Murmuring Stream. Sidor Belar- 
shy, voitk Basilevsky. 

[**fff$$]. 

Children's Song. Kurenko. 1^-16418 — ^$1. 
[**fff$$]. 

Don Juan's Serenade. Rosing. D-20364 — 
$.50. [**ff$$]. 

This is a better investment than the 
other Rosing disk listed above, and 
decidedly good value. The recording 
is fairly good. 

Do Not Speak, My Love. Belarsky. ilf- 
251 — $1. [**fff$$]. Kurenko. 

— $*75- Rosing. D-29048 — 

$1. [^ff$$]. 

Despite the price differential, I pre- 
fer the sensitive warmhearted art- 
istry of Belarsky, especially with the 
vocal loveliness he musters here. 
Kurenko performs admirably also; 
but Rosing is tonally outmatched by 
the two others. 

In der Kirche. Don Cossack Chorus. C- 
7333— $1. [**ff$$]. 

A CAPABLE performance, competently 
reproduced. 

Lullaby. Belarsky. M-z$z — $1. [**fff$$]. 

Night. Belarsky. M-z$z — ^$1. [**fff$$]. 

None but the Lonely Heart. Kurenko. V- 
2093 — ^$.75. [**fff$$]. Igor Gorin, 


baritone. F-4436 — $.75. [^*ff$$]. 

Nelson Eddy. C-iyiyi — $.75. p*f$$]. 
Tibhett. V-i7oS—t7S^ John 

McCormack. ^-1306 — $.75. [*ff$$]. 
William Primrose, viola. C-7323 — 
$1. [**fff$$]. Piatigorsky, cello. D- 
20153 — $.50. [^■ff$$]. Boston Pops'* 
Orchestra conducted by Fiedler. F- 
4413 — $.75. [^^ff$$]. Salon Orches- 
tra. C-256— $.75. [**ff$$]. Marek 
Weber Orchestra. V-z$zz % — ^$.50, 
[**ff$]. Barnabas von Geezy's Or- 
chestra. D-20233 — $.50. 

Among all of these only Kurenko 
uses the authentic text, which she 
sings with splendid fervor, if a 
little whiteness of tone. The re- 
cording is very good. Of the numer- 
ous Gorin recordings this one is 
the most creditable, sung with im- 
pelling vocal quality and satisfactory 
understanding. Both Tibbett and 
Eddy sing well, but the latter has 
the advantage of more recent record- 
ing. McCormack uses a translation 
differing from the others, in which 
the text is stated as ^‘None but a 
Lonely Heart.” He sings superbly, 
but the piano-cello background is not 
too good. There is fine pulse and 
animation in the Primrose perform- 
ance, also splendid richness of tone. 
Piatigorsky suffers from wheezy re- 
production and rough surfaces. The 
orchestral versions fall into two 
classes: the able, well-shaded one of 
Fiedler, and the others. Of the 
others the Marek Weber is the best 
combination of price and per- 
formance. 

One Small Word. Kurenko. ^-16418 — $1. 

[^*^ff$$]. 

Pilgrim's Song. Nelson Eddy. 0-17171 — 
$.75. [♦*fff$$]. Tibbett. r- 7779 — $ 1 - 
[*^ff$$]. Glenn Darwin, bass-bari- 
tone. V-z6zz^ — $.75. [^^f$$]. 

The impact and suavity of Eddy’s 
voice in this song are virtues too 
potent to be denied. His performance 
is also better reproduced than the 
Tibbett, which is a notably excellent 
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job, suffering only from insufficient 
support by the recording. Darwin 
is an able singer but not yet in the 
class of the two previously men- 
tioned. 

Pimpinella- Florentine Song. Belarsky. M- 
253— $1. [^^fff$$]. 

Romance. Emmy Bettendorf, soprano. 
D-zoozy — ^$.50. [^*ff$$]. 

For Bettendorf this reasonably effi- 
cient recording of her voice is al- 
together exceptional. She also has 
good orchestral support from Otto 
Dobrindt and his musicians. 

TRIO FOR PIANO 

In A minor. Yehudi and Hephzihah 
Menuhin, and Maurice Eisenherg, 
cello. V-Set 388— $6. [^^ff$$]. Ar- 
thur Catferall, violin, J. C. Squire, 
cello, and IVilliam Murdoch, piano. 
C-Set 73— -$6.50. [*fff$$]. 

There can be little doubt of the 
mechanical inferiority of the Cat- 
terall-Squire-Murdoch performance, 
as there can be equally little uncer- 


Solitude. Stokowski and the PhiladeU 
phia Orchestra. ^-14947 — $1. 
[Wf$$]. 

There is little suggestion of solitude 
in this volatile transcription by Sto- 
kowski, which rises to a roaring 
climax. The recording is mighty 
impressive. 

Song of the Gypsy Girl. Kurenko. 

16417— $1* [**fff$$]. 

So Soon Forgotten. Kurenko. F-2094 — 
$.75. [**ff$$]. 

Twos You Alone. Kurenko. ^-16417 — 
$1. [*^ff$$]. 

AND STRINGS 

tainty about its greater maturity, 
sobriety, and understanding. I do 
not find the Menuhins truly suited 
for this music, whereas Eisenberg is 
merely an inferior cellist promoted 
by circumstances to a relationship 
for which he is not qualified. All in 
all the newer, unquestionably more 
faithful reproduction is also the one 
of lesser musicianship and eloquence. 


TELEMANN, GEORG PHILIPP 


Fantasies; In D and D minor, G and G 
minor, E flat, and B flat. Ernst Victor 
Wolff, harpsichord. C-Set 326 — ^$3.50. 
P^ff$$]. 

Wolff’s harpsichord has more 
*^sing” in these pieces than in the 
average reproduction of that instru- 
ment, lending much that is attrac- 
tive to the timbre and fullness of 
the sound. He plays the lyric sections 
of these fantasies well, but the 


faster passages are scrambled and 
ill-defined. 

Songs; Gluck; Die Rechte Stimmung; 
Wechsel. Ernst Wolff, baritone. C- 
4210 — $.75. [**f$$]. 

The affinity of the Wolffs for Tele- 
mann puzzles me, but I cannot say 
that Ernst is any more ideal an in- 
terpreter than Ernst Victor. There is 
the usual quaver in his tones and no 
more than the usual expressiveness. 


THOMAS, AMBROISE 


OPERAS 

HAMLET 

Bollet Music. G. Cloez conducting a The faded charm of this music is 

symphony orchestra. D-25200-1 — almost revived by Cloez’s vigorous 

$1.50. [**ff$$]. treatment. This recording would not 
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rank high in an objective evaluation, 
but it is better than the average 
Decca repressing. 

Scene de la folie. EidS N arena, D-25932 

-$.75. 


Ophelia’s madness, as conveyed by 
Norena, is a cool and studied, propo- 
sition, but her singing is well-con- 
trolled. The recording is fair. 


MIGNON 


Overture. Fiedler and the Boston **Fops** 
Orchestra. F-12038— $1. 

Bigot and a symphony orchestra. C~ 
7239— $1. Bodanzky and an 

unidentified orchestra. D -25790 — 
$.75. 

I WOULD yield cheerfully to the con- 
tention that Bigot has the most sym- 
pathetic feeling for this score and 
Bodanzky the most incisive, but the 
Fiedler remains my choice for the 
encompassing efficiency of the re- 
cording, the attentiveness of Fied- 
ler’s direction, and the excellence of 
the important wood-wind soloists. 
Neither of the others is in its class 
as a recording. 

Fugitif et tremblant. Demoulin twith the 
orchestra of the Mpnnaie, Brussels, 
conducted by Maurice Bastin. C- 

69035— $1- [**ff$$]. 

This is part . of Columbia’s 
‘‘abridged” version of the opera, of 
which the items are so scattered 
that they are listed under individual 
titles, as noted below. The items 
can be identified by the numbering 
of the records, beginning with the 
one above. Demoulin’s is a robust, 
well-controlled baritone, excellently 
recorded. The complete set (C- 
Op. 19) lists at $5.50. 

Connais-tu le pays? Rise Stevens, with 
orchestra directed by Frieder W eiss- 
mann. C-7ii92-~$i. [**fff$$]. Ninon 
Vallin. D-25849— $. 75 - [^fff$$]. Ger- 
maine Cernay, with orchestra con- 
ducted by Elie Cohen. C-69035 — $r. 
[**ff$$]. Bori with orchestra. V- 
1361 — $.75. [**ff$$], Kurenko. C- 

214— $.75. [*'^f$$]. 

Thanks in part to contemporary re- 
cording, but even more to the elo- 
quence of her fine fresh voice and 
the sturdiness of her artistic feeling, 
Stevens accomplishes a performance 


which is the peer of any of her com- 
petitors’. Vallin’s singing has an in- 
tangible quality of sincerity which is 
as affecting in its way as Stevens’ 
superb dramatization of the music, 
but the orchestral background is 
paltry. The Cernay disk has solid 
merits, but not as much vocal color 
as the Stevens. (Note that the con- 
ductor here, and in another disk of 
the Columbia set is Elie Cohen.) The 
Bori version is perhaps her best 
singing now on disks, but both it and 
the Kurenko are compressed editions 
of the air. 

L6gSres hirondelles. Cernay. (7-69036 — 
$1. [**f$$]. Vallin. jD-20509 — ^$.50. 
[*f$$]. 

Cernay is rather shrill on this disk, 
but for that matter so is Vallin. That 
being so, I prefer the former, which 
has better orchestral background. 

En route, amis. Andri D'Arkor, chorus 
and orchestra of the Monnaie. C- 
69036— $1. [**f$$]. 

The ensemble effect is good, though 
the tenor is whitish and a little 
brittle. 

Gavotte. Castagna. V-2161 — $.75. 
[**ff$$]. Bon. r-i 36 i-^. 75 . Wl]. 
Stokowski and the Philadelphia Or- 
chestra. r-7456— $1. CloH 

and the Paris Philharmonic Orches- 
tra. D-20583— $.50. [‘'^ff$$]. 

Verve is not the first quality one 
would associate with Castagna, but 
she has it to an astonishing degree 
on this disk. Her luscious voice is 
also well-reproduced. Bori sings 
with unquestionable precision, but 
the orchestra behind her is weak, 
the plodding bass almost comically 
projected by a reasonably good ma- 
chine. The Stokowski version is un- 
bearably fastidious and sharply 
marked, making the music almost an 
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incidental factor of the performance. 
I can hear nothing to commend in 
the Cloez disk. 

Adieu, Mignon. D'Arkor. C-69037 — ^$1. 
[**ff$$]. GiglL r-6905— $1. [**f$$]. 
Gigli sings effusively in Italian, 
D’Arkor with more restraint in 
French. So far as voice alone is 
concerned Gigli is decidedly su- 
perior, but there is more musician- 
ship in D’Arkor’s singing. 

Elle est Id. Cernay finith orchestra con-- 
ducted by Cohen. C-69037 — $i; 
[**ff$$]. Vallin. JD-35849— $.75. 
[»ff$$]. 

The first version includes the recita- 
tive preceding the air which both 
vocalists sing, but Vallin’s vocal 
flexibility is also offset by the poor- 
ness of the orchestra in this excerpt, 
where it is fairly important. On the 
whole, the Cernay performance is 
more desirable. 

As-tu souffert? Fallin, sohrano, and 
Julien Lafont, baritone.l Z)-20509 — 
$.50. [*fff$$]. Cernay ^d Demon- 
lin. C-69038 — $1. [**ff$$]l \ 

Thanks to Vallin, her diA is a truly 
distinguished effort, though Lafpnt 
is hardly a great singer. For that 
matter, neither are Cernay or De- 
moulin, leaving a balance in favor 
of Vallin, though her recording is 
inferior to the other. 


Je suis Titanio. Lily Pons, soprano. V- 
17232—$!. [*^ff$$]. Galli-CurcL V- 
7110 — $1. [*ff$$]. Josephine Antoine. 
C-69813— $x. [*^f$$]. 

I AM no fanatic admirer of Pons’ 
art on this disk, but the clear fluency 
of her singing and its bright repro- 
duction are, in combination, superior 
to the Italian version of Galli-Curci. 
The Antoine version is brightly 
colored and the recording is excel- 
lent, but the curiously muffled enunci- 
ation sounds as though Antoine were 
participating in a bilingual perform- 
ance and singing both languages at 
once. It is, basically, hardly recog- 
nizable French. 

Berceuse. Pinna, r-6643 — $x. [’'**fff$$]. 
A THOROUGHLY admirable job, 
warmly phrased and well-repro- 
duced. 

Je suis heureuse. D'Arkor. C-69039 — ^$1. 

Gigli. F-6905— $1. P*f$$]. 
The inferior voice of D’Arkor makes 
for considerably better music than 
the tearful little earful which is 
Gigli. Moreover, the former sings 
in dependable French, the latter in 
Italian. 

Finale. Soloists and orchestra of the 
Monnaie. C-690S9 — $1. [**ff$$]. 

An energetic, well-controlled per- 
formance, well-reproduced. 


RAYMOND 


Overture. Pasil Cameron conducting 
the Hastings Philharmonic Orches- 
tra. — $.75. [**ff$$]. Skil- 

kret and the Victor Symphony Or- 
chestra. ^"-35924 — $.75. [’’’!$$]. 


Brash is the word for the energetic, 
edgy recording under Cameron. 
However, it is decidedly preferable 
to the routinized, unexciting per- 
formance directed (?) by Shilkret. 


TOCH, ERNST 


Merry Overture. Chicago Symphony Or- 
chestra directed by Frederick Stock. 
(7-H665— $1. P^ff$$]. 

A DEFTLY twinkling performance of 
this gay, neatly contrived work, re- 
produced with excellent clarity of 
sound. 

Quintet for Piano and Strings. Ernst 


Toch and the Kaufman Quartet. 
C-Set 460— $4.50. [’^*ff$$]. 

There is more introspection here 
than one is accustomed to in works 
of Toch, but, the detail and finesse 
of his workmanship are inexhaust- 
ibly interesting. The recording is 
good. 
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TOMMASINl, VINCENZO 


See “The Good-Humoured Ladies” under Scarlatti, p. 345. 

TURINA, JOAQUIN 


ORCHESTRAL WORKS 

Danzas Fantasticas: Ensueno; Orgia. I am certainly not one to deny the 
Enrique Arb 6 s and the Madrid Sym- virtuosity of Argentina, her impec- 

fhony Orchestra. — ^$i. cable taste and rhythmic sense. The 

[*ff$$]. recording is fair. 

The performances are idiomatic Procesion del Rocio, la. Enrique ArhSs 
and precisely emphasized, but there conducting the Madrid Symphony 

could be more vitality in the treat- Orchestra. C-Sqzoz — $i. [^ff$$]. 
ment. The recording is only fair. I WOULD characterize this as a mis- 

Estudiantina. Orquesta Iberica directed erable recording, lacking balance, 

by German Lago. i)-20373 — $.50. richness, and definition. The interest 

[*ff$$]. of the music is thus sorely affected. 

So FAR as I can determine, this is Sevilla. G. Cloez conducting an un- 
a guitar orchestra, efficient of its identified orchestra. JD-20064 — $.50. 

kind but not very stimulating. [*ff$$]. 

Femmes D'espagne: Andalouse senti- The recording is thick, the perform- 

mentale. La Argentina, castanets, ance unexciting. 

and orchestra. jD-20524 — ^$.50. 

[♦*ff$$]. 

ORCHESTRA AND PIANO WORKS 

Rapsodia Sinfonico. Eileen Joyce, piano, of Joyce is here affected by the 

vjith orchestra conducted by Clar- limited interest of the music and the 

ence Raybould. Z)-25452 — $.75. lack of authenticity in the orchestral 

[**ff$$]. background. The recording is fair. 

My disposition to applaud any effort 

PIANO WORKS 

Fandango. George Copeland. V-zixi — Sacro-Monte. George Copeland. ^-1623 

$.75. [**ff$$]. -$.75. [**f$$]. , 

Copeland has the fingers for this A precise, well-inflected, unrhythmic 

music, also a good sense of its char- performance, tolerably recorded, 

acter. The recording is satisfactory. 

SONGS 

Contares. Conchita Super<via. jD-20548 Triptico. Superma. £>-20461 — ^$.50. 

--$.50. p^ff$$]. ^ ^ ^ .[**ff$$]. 

Supervia’s astonishing artistry, The singer has less to work with 

blended with her superlative intens- here, but the effect is hardly lessened 

ity, raises this to a depee of in- thereby, 

candescence. The recording is good. 
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MISCELLANEOUS WORKS 

Fandanguiilo. Andris Segovia^ guitar. defined and managed with brilliant 
r-6767 — $1. artistry. 

The tone of the instrument is finely 

VALVERDE, JOAQUIN 


Clavelitos. Conchita Supervia, D-20461 
-$.50. 

There is an astonishing virtuosity 
in Supervia’s singing here which 


makes of this cafe morsel a really 
nourishing experience. Vocal stu- 
dents can absorb a volume of subtle- 
ties from it. 


VARESE, EDGAR 


Ionisation. Percussion Ensemble di- 
rected by Nicolas Slonimshy, C-4095 

-$.75. 

A CHOICE item for lease-breaking 
purposes, if for none other, led with 


proper energy by Slonimsky. The 
effect of the ‘‘music” would be en- 
hanced by recording of today^s range 
and fidelity. 


VAUGHAN WILLIAMS, RALPH 


See Williams, Ralph Vaughan. 

VERACINI, ANTONIO 


Sonata in E minor. Jacques Thibaudj 
violin. F-15568 — ^$1. [**fff$$]. 

The clarity and understanding of 
Thibaud’s musicianship permeate 


the work, also his gentlemanly elo- 
quence and lovely tone. The record- 
ing is satisfactory. 


VERDI, GIUSEPPE 


Ave Maria. Eidi N arena, soprano. V- ena’s equipment, certainly not enough 
15181 — $1. [**f$$]. to offset the chill of her voice in this 

Eloquence is a small part of Nor- music. The recording is good. 


OPERAS 

AYDA 


Complete versions. Sabajno conducting 
La Sc ala Orchestra and Chorus, vuitk 
Giannini (A'ida), Minghini-Cat- 
taneo (Amneris) , Fertile {Ra- 
dames), and Giovanni Inghilleri 
{Amonasro). V-Set 54 — ^$20. [^ff$$]. 


Molajoli and La Scala Chorus and 
Orchestra with Arangi-Lombardi 
{A'ida), Maria Capuana {Amneris), 
and Aroldo Lindi {Radames). C-Set 
Op. 3— $19. [*f$$]. 

There is little cause to enthuse about 



424 


A GUIDE TO RECORDED MUSIC 


the recording in either case, but the 
Sabajno version would be a valu- 
able acquisition if only for the su- 
perbly dramatic singing of Giannini. 
Those who find it difficult to recon- 
cile the fame she enjoyed abroad 
with her recent performances at the 
Metropolitan will find the explana- 
tion here, in a vocal quality infinitely 
fresher, better controlled than any- 
thing she could muster on her return 
to this country. For the rest, Min- 
ghini-Cattaneo is a tremulous alto 
and Fertile a sadly shout-worn 
tenor. Sabajno leads with fine energy 
and I awareness. The Columbia set 
can offer no such sensational single 
merit as Giannini’s Aida, though 
Lindi has much more voice than he 
demonstrated in Ms American ca- 
reer. But the other singers are alto- 
gether conventional, and Molajoli’s 
vigor does not have the mechanical 
support it deserves. 

Prelude. Cloez conducting an uniden- 
tified orchestra, D-zs^^S — $‘75* 

[*f$$]. 

The scratch of the strings and the 
scratch of the surface combine to 
overpower most of Verdi’s purpose. 

Celeste Aida. Jussi Bjoerling, ^-1203 9 
— $1. [**fff$$]. Martinelli. F-6595 — 
$1. [*f$$]. Kiepura, D -23 009 — $.75. 
[*f$$$]. Caruso, F-7770— $i. 
[*fff$$]. The same, F-8993 — $i. 
[*fff$$]. The same, /^-6ooo-— $1. 
[^fff$$]. 

Doubtless there will be purists to 
contend that Bjoerling has not the 
requisite Mediterranean tempera- 
ment for this music, but to these ears 
he sings with vocal brilliance, taste, 
and musicianship. Then, too, the re- 
cording and excellent supporting or- 
chestra are merits not matched by 
anything in the tight, strained sing- 
ing of Martinelli or the nasal vul- 
garity of Kiepura. Among the 
Caruso recordings (all of the same 
vocal performance) I would go back 
to V-6000, which does not impose the 
dubbed-in orchestra on the listener. 


The other two versions are coupled 
with different material. 

Ritorno Vincitor. Giannini. F-9491 — $i. 
[**fff$$]. Bethberg. V-yto6 — ^$1. 
[**ff$$]. Ponselle. ^-8993—$!. 
[**f$$]. The same. F-7438-- $1. 
[*^f$$]. 

Though the Rethberg recording is 
close to the finest I know of, in sug- 
gesting the easeful purity and soar- 
ing lyricism of her voice at its best, 
the performance lacks the searing 
intensity of Giannini. Those who 
can afford the luxury should have 
both of them. There is no lack of 
excitement in Ponselle’s singing, but 
it is conventional in impulse, a little 
showy in execution. 

Temple Scene. Pinza and Martinelli 
with orchestra and chorus led by 
Giulio Setti. ^-8111— $1. [*ff$$]. 
The poor balance of the recording 
does strange things to Pinza’s voice, 
especially on the first side. I do not 
care for Martinelli in either part 
of the scene. 

Ballabile (Ballet). Fiedler and the Bos- 
ton **Pops” Orchestra. ^'-11985 — $1. 
[**ff$$]. La Scala Orchestra di- 
rected by Sabajno, 1^-11897 — %i. 

The two sides directed by Fiedler 
cover a more representative selec- 
tion of excerpts than Sabajno’s 
single side. In addition the orches- 
tral playing is more precise, the 
reproduction far better. 

Triumphal March. Fiedler and the Bos- 
ton **Pops” Orchestra. ^-11897 — ^$1. 
[**f$$]. Mbrike and an unidentified 
orchestra. D-2Sy$6 — $.75. [^f$$]. 
Fiedler and his men have an acous- 
tical orgy in this performance, to 
the end of snarling trumpets and 
blatant brass. However, it can 
hardly be said that the distorted 
Morike reproduction is a desirable 
alternative. 

Finale^ Act II. Giannini^ Fertile, Inghil- 
leri, etc. directed by Sabajno. V- 

8994—$!. C*ff$$]. 

This extract from the complete Vic- 
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tor A'ida shares the deficiencies of 
the set, but there is unquestionable 
dramatic power and effectiveness in 
this particular disk. 

0 patria mia. Elisabeth Rethherg, V- 
7106 — $1. The same, T- 

8994.-^$!. 

As PARTNER to her “Ritorna vinci- 
tor,” this shares the support of Fritz 
Zweig and the Berlin State Opera 
Orchestra, much to its advantage. 
The 1930 voice of Rethberg floats 
enchantingly and is finely repro- 
duced. The additional number is a 
coupling in a Victor album of Aida 
excerpts. 

Nile duet. Giannini and Fertile <with 
orchestra conducted by Sabajno. f- 
11898 — $1. [*ff$$]. Meta Seine- 

meyer and Tina Fattier a. jD-25298 — 

$.75. 

If the ear can be focused exclu- 
sively on Giannini this could be 
called a magnificent accomplishment. 
But Fertile intrudes often enough to 


make it only a tolerable one. How- 
ever, the recording is better (as is 
the singing also) than the dutiful, 
mechanical job of Seinemeyer and 
Pattiera. 

Aborrita rivole. Minghini-Cattaneo and 
Fertile. F-11898— $i. [*ff$$]. 

There is drama in Minghini-Cat- 
taneo’ s singing but also a decided 
quaver. It is also extracted from the 
complete Victor A'ida. 

Entombment Scene. Rosa Fonselle and 
Giovanni Martinelli. ^^’'-1744-5 — 
$1.50. [*fff$$]. 

Those who seek a criterion for the 
sound of a soprano’s voice in Aida 
will find a superb one in this splen- 
did, enduringly interesting per- 
formance. The flow of Ponselle’s 
voice is lavalike in its thickness and 
warmth, and even Martinelli (the 
recording was made a dozen years 
ago) has a fringe of velvet on his 
frayed tones. Not much can be heard 
of the orchestra, however. 


ATTILA 

Te sol quest' onimo. Rethberg, Finza, beauty of Gigli’s singing and the 
and Gigli, r-8194 — $1. [*ff$$]. typical excellence of Pinza. The re- 

Rethberg drives her voice hard in cording is fairly good, 

this music, offsetting the uncommon 

UN BALLO m MASCHERA 


Overture. W eissmann and an unidenti- 
fied orchestra. £>-25349 — $- 75 - [^f$$]* 
There is little mood in this perform- 
ance, and the reproduction is thin. 

Re deir obisso. Margarets Klose. V- 
17560 — ^$1. [**ff$$]. 

Aside from the German text this 
is imaginative singing, warmly 
phrased by Klose’s dark, voluminous 
voice. The recording is good. 

Di tu se fedele (Barcarolle). Helge Ros- 
voaenge. r-17560 — $1. [**ff$$]. 
German is also the text of this per- 
formance, which backs the excerpt 
above. Roswaenge sings the music 
gracefully, with excellent style. 


Ma dair arido. Gina Cigna. C-$i22 — $1. 
[*ff$$]. 

A CREDITABLE effort, impaired by the 
unsteadiness of Cigna’s voice. The 
recording is only fair. 

Morrb, ma prima in grazia. Cigna. C- 
9122 — $1. [*ff$$]. 

See entry above. 

Eri tu. Tihbett. r-7353 — $1. [*fff$$ 3 . 
The lovely sound of the 1930 Tib- 
bett is much more to my taste than 
the singer of today, and this per- 
formance is an excellent example of 
it. The orchestra is small, the re- 
cording tubby and confined. 


DON CARLOS 

0 don fatale. Sigrid Onegin. F-7191 — For pure technical dexterity there 
$r. [*ff$$]. are few yocal recordings to match 
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the scope and ease of Onegin’s per- 
formance here. However, the basic 
sound of Onegin’s voice is not be- 

ERNANl 

Ernani, involoml Ponselle, F-6875 — ^$1. 
[*ff$$]. Ina Souez «with orchestra 
directed hy Alherto Erede, r-14493 
— $1. [**f$$$]. Miliza K or jus. V- 
12603 — ^$1. [^*f$$]. 

More of the recitative is included 
in the Souez version, which is well- 
recorded. However, the good voice 
of Souez is not the great one that 
Ponselle’s was when this record was 
made, and the sheer delight of sing- 
ing is much more evident in the 
latter’s performance. The Korjus 
treatment (in German) is exclu- 
sively a curio, afflicted with numer- 
ous cadenzas and sung in a piping 
bright voice. Her accuracy is quite 


guiling, and the reproduction is 
poor. 


astonishing, the reproduction of it 
excellent. 

Infelice. Ezio Pinza. V-7SS^ — ^$1- 
[**ff$$]. 

A SUPERB performance, fairly well- 
reproduced. 

0 sommo Carlo. De Luca, Grace An- 
thony, soprano, and Alfio Tedesco, 
tenor, ^ith orchestra directed hy 
Giulio Setti. ^-8174 — ^$1. [^^ff$$]. 
Considering the age of this record- 
ing (it has been in the catalogue 
for more than a decade), there is 
remarkable volume in the ensemble 
passages and surprising reproduc- 
tion of De Luca’s characteristic and 
lovely vocal quality. 


FALSTAFF 


Complete version. Giacomo Rimini {Fal- 
staff), Emilio Ghirardini {Ford), 
Ines Tellini (Nannetta), and Pia 
Tassinari {Mistress Ford), <with La 
Scala Orchestra conducted hy Lor- 
enzo Molajoli. C-Set Op. 16 — ^$15. 
[^f$$]. 

No DOUBT it is the magnificence of 
this music that makes Molajoli’s 
competent performance as unsatisfy- 
ing as it is. Part of this is a conse- 


quence of the dull recording, which 
permits little of the mischievous, 
running commentary in the orches- 
tra to be heard. Rimini sings the 
music capitally, but his performance 
does not savor all the humor in the 
role. The purchaser must thus de- 
termine whether he will content him- 
self with an unbalanced, pale ap- 
proximation of the score or deny 
himself its joys altogether* 


LA FORZA DEL DESTINO 


Overture. Gino Neri conducting the 
Milan Symphony Orchestra. D-2$tyi 
--$.75. Pff$$]. 

Neri is unknown to me, but he is a 
conductor of temperament and 
knowledge, both of which he com- 
municates through this score. The 
strings are fuzzy, the brasses bla- 
tant, however. 

Vergine degli angeli, la. Pinza and Pon- 
selle ^ith the Metropolitan Opera 
Chorus. F-8097— $1. [*’^ff$$]. 
Honesty rather than chivalry is re- 
sponsible for the arrangement of the 
singers above, for Pinza’s is the 


voice that is worth hearing on this 
disk. He and the chorus are excel- 
lent; Ponselle no longer has the 
voice of her A'ida or Ernani re- 
cordings. 

0 tu che in seno agli angeli. Caruso. 
V-6000—%1. [^fff$$]. 

There is a ravishing softness of 
quality in Caruso’s treatment of this 
aria that is almost unique among the 
available disks of his voice. The re- 
cording is ancient, of course, but en- 
durable for what it offers. 

Solenne in quest' ora. Herbert Ernst 
Qroh and Qerkard HUst^h, D-zooqq 
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—$.50. De Luca and 

Gigli, r-8069 — $1. [^ff$$]. Caruso 
and Scotti. F-8000 — $1. [^ff$$]. 
Against the celebrated names of 
Gigli and De Luca, Caruso and 
Scotti, I urge the purchaser to hear, 
at least, the version of the obscure 
Groh and Husch. This is truly a 
rare find, both for the suave sonor- 
ity of the two voices and their excel- 
lent suitability for this music. More- 
over, though the label says, ‘^Sung 
in German,” the performers actually 
use the authentic Italian. The bass 
of the recording is heavy but other- 


wise good. Thus much more of the 
music is heard than in either of the 
domestic versions. Of them, how- 
ever, the Gigli-De Luca is less in- 
audible than the Caruso-Scotti. 

Pace, pace. Muzio, ^-9106 — ^$1. 

[**fff$$]. Ponselle, F-6875 — ^$1. 

[*ff$$]. 

I PREFER the honest eloquence and 
sober control of Muzio to the over- 
stressed, supersupplicating perform- 
ance of Ponselle. If this were not 
enough, the Muzio recording is far 
more resonant. 


GIOVANNA D'ARCO 

Overture. Molajoli conducting the A routine performance, and a dull 

Milan Symphony Orchestra, C- reproduction of it. 

68983— $1. [*ff$$]. 


I LOMBARDI 

Qual volutta. Rethherg, Gigli, and the edginess of Rethberg. However, 
Pinza, F-8194 — $1. [*ff$$]. there are values to cherish in the 

This duplicates the qualities of the efforts of Gigli and Pinza. The re- 
trio from Attila, which suffers from cording is fair. 


LUISA MILLER 


Quando le sera. Giuseppe Lugo. ^-18059 
— $1. [**ff$$]. 

Lugo’s voice is more adaptable to 
this music than it is for the Bohlme 


aria cited earlier in this volume. He 
sings with good vocal freedom and 
a reasonable feeling for the style. 


NABUCCO 

Overture. Angelo Albergoni directing 
the Milan Symphony Orchestra, D- 
25096— $.75. ['^♦ff$$]. 

OTELLO 

Complete recording. Carlo Sahajno con- 
ducting La Scala Orchestra and 
Chorus, nvith Nicolo Fusati (Otello), 

Apollo Granforte {I ago), Maria 
Carbone {Desdemona), and Tamara 
Beltacchi {Emilia), V-Set 152 — 

$17. [^ff$$]. 

Sabajno’s beat, his fine energy and 
incisiveness are the dominating fac- 
tors of this performance. Vocally 
the lago of Granforte is the most 
compelling in the cast, for neither 
Fusati nor Carbone is more than a 
fair singer. However, there is a 


As A recording this is better than 
Decca’s average, and Albergoni 
conducts with fine energy. 


strong sense of Scala tradition in 
the ensemble, to which the chorus 
and orchestra contribute more than 
a little. The recording is the dull 
studio type of the early ’thirties, 
lacking definition and resonance. 

Brindisi. Lawence Tibbett, F-15801 — 
$1. [**f$$]. 

As EMPHASIZED by the powerful, flat 
and unresonant recording, Tibbett’ s 
voice here is bellowed rather than 
produced. One can almost see the 
tones bouncing off the wall as he 
sings. 
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Gift nella notte densa. Helen Jepson, 
soprano, and MartinellL ^-15801-2 
— ^$2. Claudia Muzio, so- 

prano, and Merlu C-9100— $1. 

Both sopranos perform admirably 
in these excerpts, with the experi- 
enced art of Muzio balanced by the 
fresher, if less beautiful, voice of 
Jepson. The tenors are both trying, 
but the combination of Muzio and 
Merli has a shade more to offer. 

Credo. Tihhetu ^-15802—$!. p*ff$$]. 
Stracciari. C7-7299 — $1. [*ff$$]l. Titta 
Ruffo. F-8045— $1* [*fff$$]. 

I RECOMMEND the Tibbett recording 
with a good deal of hesitation, for 
the voice is distorted and unattrac- 
tive, the dramatic intentions of the 
composer converted into melodrama. 
However, there is much more or- 
chestral background in his disk than 
in Stracciari’s (which is robustly 
sung), whereas Ruffo’s turbulent, 
expansive singing is only suggested 
by this antiquated recording. 

Non pensateci piu. Martinelli, r-15803 
-~$i. [**f$$]. 

Though Martinelli’s Otello was one 
of his finest accomplishments at the 
Metropolitan, merely listening to it 
was never a delight. Consequently 
this can only be described as harsh 
and unpleasant sound, unattractively 
reproduced. 

Era la notte. Tibbett. F-15803 — 
[**f$$]. Gerhard Hiisck. D-20036 — 
$.50. [*ff$$]. 

I PREFER the control of Hiisch’s per- 
formance to the fussy, pretentious 
subtleties of Tibbett, which he is not 
qualified to bring off. However, 
Hiisch sings in German, and the 
Tibbett effort has better orchestral 
support. 

Finale, Act II. Martinelli and Tibbett. 
r-15804 — $1. [**f$$]. Caruso and 
Ruffo. F-8045— $1. [^ff$$]. 

The roaring melodrama of this per- 
formance by Martinelli and Tibbett 
is also strained and overstressed 
vocally. However, the blend with it 


of the orchestral background is im- 
pressive. That it is possible for the 
music to be actually sung is sug- 
gested by Caruso and Ruffo, though 
much of it must be taken on faith. 

Dio ti giocondi. Muzio and Merit. C- 
9102— $1. [**ff$$]. 

Muzio is quite as expressive on this 
disk as she is on the one cited above, 
and Merli sings with a good deal 
more control. The recommendation 
can thus be repeated, with more 
conviction. 

Dio mio potevi. Martinelli. F-15804 — $1. 
[**ff$]. Eyvind Laholm Rvith or- 
chestra conducted by Robert Heger. 
D-20452 — $.50. [*ff$$]. 

The conviction of Martinelli’s per- 
formance, its fervor and compulsion 
are hard to resist. Altogether it is 
more satisfying than the brittle, un- 
resonant recording of Laholm’s 
powerful voice. 

Trio. Martinelli, Tibbett, and Nicholas 
Massue, tenor. ^-15805—$!. [**ff$$]. 
Adding Massue to the duo of Mar- 
tinelli and Tibbett makes a differ- 
ence, but not enough to convert 
apathy into enthusiasm. 

Salce, sake. Rethberg. r-7393 — $1. 

[**fff$$]. Jepson. r-15805 — ^$1. 

[*^ff$$]. 

Granting the fuller orchestral back- 
ground of the Jepson performance 
and the superior recording she en- 
joys, it is still plain that more of the 
pathetic appeal of Desdemona can 
be heard in Rethberg’s beautifully 
controlled performance. 

Ave Maria. Rethberg. F-7393 — $1. 

[**fff$$]. Jepson. r-i58o6—$i. 

[**f$]. 

The advantage to Rethberg is even 
more pronounced here, for Jepson 
has little of the exceptional disci- 
pline of her voice that Rethberg has 
and nothing to equal her imaginative 
insight. 

Morte d'Otello. Giovanni Martinelli, V- 
iS8o6-$i. [**f$$]. 

And not a moment too soon 1 
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RIGOLETTO 


Complete versions. Riccardo Stracciari 
{Rigoletto), Mercedes Cafstr 
{Gilda), and Dino Borgioli (Duke), 
nmth orchestra and chorus directed 
by Lorenzo MolajolL C-Set Op. i8 — 
$i6. [**ff$$]. Lina Pagliughi 

(Gilda), Tina Folgar (Duke), and 
Piazza (Rigoletto), naith orchestra 
and chorus directed by Carlo 
Sabajno. V-Set 32 — $16. [**£$$]. 

There are weaknesses and strengths 
in each of these that make any choice 
an unenthusiastic one, but if the 
choice must be made I prefer the 
more sedate, completely dependable 
performance in which Stracciari, 
Capsir, and Borgioli are the prin- 
cipals. Next to her Rosina, this is 
Capsir’s finest effort on disks — 
musicianly, well-considered, consist- 
ently supervised. Borgioli sings 
with spirit and good vocal quality 
throughout, and Stracciari is an ad- 
mirable singer, if a rather tired 
one. Against these are the light, un- 
certain voice of Pagliughi, the un- 
distinguished Folgar and the robust, 
uncertain Piazza. There is more 
spaciousness in the Sabajno record- 
ing, but not enough to be a final 
factor. 

Questa 0 quella. Schipa. F-1282 — $.75. 
[*ff$$]. Martini. C-17191 — ^$.75. 
[**f$$]. Caruso. T-500 — $.75. 
[*fff$$]. Webster, Booth. T-26483 — 
$.50. 

Unquestionably, the most volatile 
and suggestive of these perform- 
ances is the one by Caruso, which 
has amazing buoyancy and life, if 
one can endure the tiny orchestra 
and tinny reproduction. However, it 
is likely that most purchasers will 
prefer the better recording of 
Schipa’s less exceptional perform- 
ance, which is nevertheless sung 
with superb grace and vitality. The 
resonant background builds up 
Martini’s voice a good deal, to its 
obvious advantage, but also em- 
phasizes his scooping and evasive 


intonation. Booth sings in English, 
in a light, reedy voice. 

Pari siamo. Stracciari. U-7298 — ^$1. 
[*ff$$]. 

Stracciari’s ability as an actor is as 
much a part of the success of this 
performance as his technical equip- 
ment as a singer. The recording is 
not good. 

T'omo. Lily Pons, soprano, and Enrico 
di Mazzei, tenor. jD-25853 — $.75. 

Pf$$]. 

This recording would doubtless have 
been forgotten, so far as the Ameri- 
can market is concerned, were it 
not for Pons’ popularity here. How- 
ever, it is not reasonable to hold it 
against her, since she doubtless 
would not consider it representative 
today. 

I il sol deir anima. Schipa and Gallt- 
Curd. /^-i755— $.75. [*ff$$]. 

I ADMIRE the grace and suavity of 
Schipa’s singing here, but Galli- 
Curci’s thin, unresonant voice is not 
to my taste. The recording is poor. 

Coro Home. Pons. F-7383 — $1. [**ff$$]. 
The same. jD-29005 — $1. [*f$$$]. 
Lida Aimaro. U-69489 — $1. [**f$$]. 
Tetrazzini. T-7883 — $1. [^f$$]. 
Considering both vocalization and 
reproduction, the Pons performance 
is more musicianly and tasteful than 
either of the others. That is, of 
course, the relatively recent Victor 
version; the earlier, overpriced 
Decca re-pressing is full of stylistic 
vagaries. Aimaro twitters babyishly 
and with little more conscious 
artistry, while the dubbed Tetrazzini 
version, with its docile new or- 
chestral background, is as over- 
ornamented as an expensive wedding 
cake. 

Parmi veder. Caruso. F-6016 — $1. 
[^fff$$]. 

In contrast to his usual “trumpet 
style” of performance Caruso here 
sings with ravishing suavity and 
velvety elegance. A completely 
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inimitable accomplishment, despite 
the antiquated recording. 

Cortigianh vil razza dannata. Robert 
Weede, fwith orchestra directed by 
Frieder W eissmann, (7-71261 — ^$1. 

The intensity of Weede, his good 
sense for the drama of this scene are 
helpful factors, but his voice is too 
often tight and unpersuasive. The 
orchestra is large, but the recording 
is not so resonant as I like. 

Chorus of Courtiers. Metropolitan Opera 
Chorus conducted by Settu F-4027 — 
$.75. [*ff$$]. 

There is incontestable style in this 
interpretation, though the voice 
which sings the solo passage is 
downright silly. The recording is 
merely tolerable. 

II nome vostro ditemi. Lily Pons and 
Giuseppe de Luca. ^-17233 — ^$1. 
[*^ff$$]. 

The participation of de Luca in this 
album was rather shamefully played 
down when it appeared, but he is a 
considerable factor in the quality of 
this disk. Indeed, his art will be re- 
spected when, in all probability, 
Pons is remembered as a coloratura 
who appeared with him, 

Tutte le feste. Pons. F-7383 — $1. 
[**ff$$]. 

Ponses vocal quality is a little thin 
for this (as it is in her actual per- 
formances), but she sings with ad- 
mirable sensitivity. The recording is 
good. 

Donna e mobile/ la. Jussi Bjoerling. F- 
4372 — $.75. [**ff$$]. Gigli, r-1704 
— $.75. [**f$$]. Schipa. F-1099 — $.75. 
[*ff$$]. Martini. C-17191 — $.75. 
[*^f$$]. Caruso. F-500 — ^$.75. [*ff$$]. 
The same. F-1616 — $.75. [^ff^i]. 
Joseph Schmidt. D-20332 — $.50. 
[**f$$]. Webster Booth. ^-26483— 
$.50. [^*f$$]. 

There is an implication, in the 
choice of the most recent recordings 
among these as the preferable one, 
that only the brilliant reproduction 
of Bjoerling’s voice is consequential. 


However, it should be emphasized 
that Bjoerling’s voice is also superbly 
suited to the music and a magnifi- 
cent vehicle for it. There is a cer- 
tain kind of style in Gigli’s per- 
formance, but one is conscious first 
of small affectations and then big 
ones. Schipa is hampered by bad 
recording and Martini by the scoop- 
ing for which he has such an affec- 
tion. Between the two Caruso re- 
cordings I prefer the first, without 
the dubbed accompaniment; both 
are sung with magnificent virility 
and enthusiasm. Schmidt is the vic- 
tim of his own muscular attack on 
the music, while Booth sings cau- 
tiously in literal English. 

Quartet. Galli-Curci, Gigli, De Luca, 
and Homer. F-10012 — $1. [*ff$$]. 
Galli-^Curci, Caruso, De Luca, and 
Perini. F-toooo — $1. [^ff$$]. Hackett, 
Stracciari, Barrientos, and Gordon. 
(7-7180— $1. [*ff$$]. Webster Booth, 
Noel Eadie, soprano, Edith Coates, 
alto, and Arnold Matters, baritone. 
r-36235-$.75. [^*f$$]. 

The only modern recording among 
these is the one of the ensemble 
headed by Booth, which sings in 
English. Despite the unglamorous 
quality of the voices, there is an 
especial interest in the language that 
is used, since it permits the mono- 
lingual listener to follow the dual 
action with closer comprehension. 
However, the singers are no more 
than tolerable. Of the other per- 
formances my preference is for the 
Galli-Curci-Gigli version, not be- 
cause of either of these but because 
the noble line propounded by De 
Luca is more audible here than in 
the much older Caruso-Galli-Curci 
performance. Hackett is an admir- 
able tenor in the disk that includes 
him, but I can find little else to ad- 
mire in it. 

Poraphrase (Liszt), Egon Petri, piano. 
C-17101— $.75, [*^ff$$]. 

My admiration for the talent of 
Petri is not permanently tempered 
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by his playing here, though it is 
difficult to trace the impulse that 
determines his fondness for it. He 
plays the intricate patterns with 


deceptive ease and a good deal of 
musicianly discrimination. The re- 
cording is good. 


SIMON BOCCANEGRA 


Lacerate spirito, il. Alexander Kipnis. 
i^-8684— $1. [^*fff$$]. 

The magnificent poise of Kipnis’ 
voice, its splendid richness and 
power are glowingly reproduced on 
this disk. The supporting orchestra 
is excellent. 

Garden Scene. Bampton and Martinelli. 
^-15643— $1. [**ff$$]. 


Plebe patrizi. Tibhett and Martinelli, 
r-15642— $1. 

The qualities of these two record- 
ings are interesting mementos of 
the Metropolitan revival of the early 
’thirties. However, the recording is 
not well-balanced, and Martinelli 
is a detriment to both excerpts. 


LA TRAVIATA 


Complete versions. Anna Rozsa {Vio- 
letta) j Alessandro Ziliani (Alfredo), 
and Luigi Borgonovo (Germont), 
^ith La Scala Orchestra and Chorus 
conducted hy Carlo Sabajno. V-Set 
ii2-~$i3.50. [^*ff$$]. Mercedes 

Capsir, Lionello Cecil, and Carlo 
Galeffi (Germont) , <with orchestra 
conducted hy Molajoli. C-Set Op. z 
— $16. [^f$$$]. 

I WOULD be disaffected by the 
Molajoli cast were it only for Cecil, 
who is an ineffective singer and a 
decidedly unattractive Alfredo. In 
addition Galeffi’s voice is in poor 
shape on these disks, and Capsir is 
less satisfying as Violetta than she 
is as Rosina or Gilda. The record- 
ing is good. There is a good deal 
more spirit in the performance con- 
ducted by Sabajno, especially for 
the Alfredo of Ziliani and the ex- 
citing Violetta of Rozsa. However, 
Borgonovo is not an impressive 
Germont. The Victor recording is 
slightly superior, though not enough 
to be a wholly persuasive factor. 

Prelude. Toscanini and the NBC Sym- 
phony Orchestra. F-iSoSo — ^$r. 
[^^ff$$]. Molajoli and the Milan 
Symphony Orchestra. C-69064 — $1. 
[*ff$$]. Weissmann and an un- 
identified orchestra. D-25060 — $.75. 
[*f$$]. Toscanini and the New York 
Thilharmonic-Symphony Orchestra. 


There is not quite the magic in 
Toscanini’s new recording of this 
(and the prelude to the third act) 
that one still hears in the 1929 ver- 
sion with the Philharmonic, but 
there is infinitely more clarity in 
the recording as well as equal care 
in the performance. Molajoli and 
Weissmann are on no such plane of 
endeavor, and the reproduction in 
both cases is poor. For the wary it 
may be said that this Toscanini per- 
formance is not S-H recording but 
was apparently made in Carnegie 
Hall. 

Brindisi. Rozsa and Ziliani. F-12832 — 
$1. [**f$$]. 

An excerpt from the complete 
Trawata, this record thus has the 
virtue of possessing orchestra and 
chorus as specified by the composer. 

Un di felice. Schipa and Galli-Curci. 
r-r754~$.75. 

A STODGY orchestra and unbalanced 
recording are no enhancement of 
Galli-Curci’s unsurety. However, 
Schipa sings with opulent voice and 
much stylistic superiority. 

Ah! fors' h lui. Helen Jepson. ^-14184 — 
$1. [**ff$$]. Lucrezia Bori. ^-7438 
— $1. [*ff$$]. Maria Ivogun. D- 
20445 — $.50. pff$$]. Gitta Alpar. 
C7-17i84-$.75. [**£$$]• 

I PREFER the life and intensity of 
Jepson’s singing (also the fullness of 
the orchestra directed by Alexander 
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Smallens) to the more polished, but 
also affected, performance by BorL 
Ivogiin sings with a good deal of 
charm, but in German. The Alpar 
disk is lacking in merit of any kind. 

Di Provetiza il mar. Giuseppe De Luca. 
p^.7086— $1. Thomas. V- 

15860— $1. Stracc'taru C- 

7298 — ^$1. 

It is almost masochistic to deny one- 
self the rich, round throb of Thomas’ 
voice, especially when it is as well- 
reproduced as it is on this disk. 
However, the treatment of the vocal 
line is burly and exaggerated, the 
eventual effect bloated and un- 
comely. In contrast, De Luca sings 
with immaculate care and a mar- 
velous vocal ^^character.” However, 
one should not expect to hear the 
orchestra. The Stracciari version 
is tight-sounding, the recording 
grumpy. 

Prelude^ Act III. 


See Toscanini and Molajoli versions 
listed under Act I, p. 431. 

Addio del passoto. Claudia Muzio. C- 
9106 — $1. 

In this magnificent record Muzio 
achieves as much effect by her 
speaking voice as by her singing, 
for the introductory spoken farewell 
to Alfredo is vocalized with in- 
sidious warmth and infinite ex- 
pressiveness. The singing that fol- 
lows grows naturally out of it, to 
a climax of tragic intensity. The 
orchestra and recording are good. 

Parigi 0 cora. Schipa and Galli^CurcL 
T-1754— $.75. [^ff$$]. 

Neither of these singers summons 
the dramatic accent which this scene 
requires. The recording is poor. 

Ah, si! Che feci. Rozsa. ^’'-12832 — $i, 
[**ff$$]. 

See comment above on complete 
Tramaia set, of which this is an 
excerpt. 


IL TROVATOkE 


Complete yersions. Maria Carena 
{Leonora), Minghini-Cattaneo (Azu-- 
cena), Aureliano Pertile (Manrico), 
and Apollo Granforte {di Luna). 
r-Set io5— $16. Bianca^ 

Scacciaii {Leonora), G. Zinetti 
{Azucena), Francesco Merli {Man- 
rico), and Enrico Molinari {Conte 
di Luna). C-Set Op. 9 — $15. 

Both as performance and recording 
the version conducted by Carlo 
Sabajno (with Carena, Pertile, and 
Granforte) is the preferable one. 
Molajoli responds to this music with 
particular fervor, but his soprano 
(Scacciati) substitutes a screech for 
a voice. It is hardly a privilege to 
endorse a performance in which a 
principal role depends on the tremu- 
lous voice of Minghini-Cattanco, but 
the other elements of the vocal en- 
semble are at least tolerable. How- 
ever, the most that can be said for 
either is that it sounds just like a 
performance of Trovaiore. 

Anvil Chorus. Victor Chorus, r-20127 — 


$.50. [*f$$]. BBC Theatre Chorus 
directed hy Stanford Robinson. D- 

If one is willing to pay the higher 
price and still hear the Anvil Chorus, 
the robust BBC Choir is recom- 
mended, The Victor ensemble is 
dutiful and unenthused by its task, 
the recording inferior to this Decca, 
Taceo Id notte. Muzio, C-4i:34 — $.75. 

Galli-Curci. ^-7652—$!. 

Though this is one of the poorer 
Muzio records (her upper tones are 
not well-controlled) it is finely 
dramatic singing. Galli-Curci is 
plainly uneasy in the music, which 
has no relationship to her vocal 
abilities or musical temperament 
Stride la vampa! Minghini-Cattaneo, 
P’-ii044 — $*• Louise Homer. 

^-1422— $.75, ['*'£$$]. 

Recording and orchestral back- 
ground are the determining factors 
in the recomrnendation of the 
Minghini-Cattaneo version, for I do 
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not like her uneven singing any 
better than Homer’s wobbly eflEort 

Mol reggendo. Homer and MartinellL 

V-Sios — $1. [*f$$]. 

A THOROUGHLY depressing record, 
badly sung and abominably recorded. 

Ah! se ben mio. Bjoerling, r-2136 — $.75. 

Bjoerling’s voice is heavy for the 
music, but he controls it tastefully. 
The bright recording and excellent 
orchestral support are elements of 
value. 

Di quella pira. Bjoerlinff. F-zisS — $.75. 
[*^fff$$]. MartinellL T-8109— $1. 
pff$$]. Joseph Schmidt. D-20332 — 
$.50. [*ff$]. Jan Kiepura. D-23009 

-$.75. [^ff$$]. 

Brilliance and resonance are 
coupled by Bjoerling with a kind 
of musical discrimination that one 
rarely hears in this music, resulting 
in a performance of truly fervent 
quality. It is also strongly repro- 
duced. There is possibly the most 
authentic style in the Martinelli 
effort (a very poor mechanical job), 
but it is not a style I care for. The 
cheapness of the Schmidt disk should 
not obscure its sound vocal quality, 
especially as he has the proper choral 
background. I can see no reason for 
the higher price of the inferior 
Kiepura record. 

I VESPRI 

Overture. Antonio Guarnieri conduct- 
ing the Milan Symphony Orchestra. 
D-25219 — ^$.75. [**ff$$]. 

A SOUNDLY dramatic effort, fairly 
well-recorded. 

Bolero. Miliza Korjus. T-12603 — ^$1. 
[**f$$]. 


D'amor sulP ali rosee. Galli-Curci. V- 
7652—$!. [*f$$]. 

For such music as this the Galli- 
Curci vocal quality is downright 
silly. The recording is very bad. 
Miserere. Fertile and C arena. 

~-$i. [*^ff$$]. Martinelli and Pon- 
selle. r-8097-- $1. [*ff$$]. Caruso 
and Alda. ^-8042—$!. [*f$$]. Joan 
Cross and Webster Booth. F-36374 — 

$.75. [^*f$$]. 

Considering the bad reproduction 
of the two domestic records I recom- 
mend the version from Victor’s com- 
plete Trovatore, which has plenty of 
orchestral and choral background. 
For the curious it may be said that 
Caruso is very potent on this disk. 
The Cross-Booth effort is extremely 
light-voiced, and in English. The 
“miseries” are thus a little too col- 
loquial. 

Ai nostri monti. Caruso and Schumann- 
Heink. ^-8042— $1. [♦f$$]. Mar- 

tinelli and Homer. F-8105 — $1. 

Both of these are totally unsatisfy- 
ing reproductions — the first, not 
much less so than the second — ^but 
there is at least an impact of vocal 
virtuosity and dramatic feeling in 
the Schumann-Heink singing that has 
enduring interest, 

SIClUANI 

Despite the fluency of her voice 
Korjus does not appear to have 
much pleasure in singing this music. 
However, her accuracy is astonish- 
ing. 


MISCELLANEOUS CHORAL WORKS 

REQUIEM 


Complete version. Tullio Serafin con- 
ducting the orchestra and chorus of 
the Teatro Reale, Rome, nvith Maria 
Caniglia, soprano, Ezio Pinza, bari- 
tone, Gigli, tenor, and Ebbe Stignani, 
alto. V-Set 734 — $10.50. [***ff$$]. 
Serafin’s profound understanding 
of this work and his passionate 


transmission of that feeling to the 
excellent forces at his disposal are 
the materials of a phonographic 
classic. Pinza, in particular, is rep- 
resented on disks by nothing more 
justly faithful to his magnificent 
voice and encompassing musician- 
ship, while both Caniglia and Stig- 
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nani are singers of dependable 
abilities. And, save for an occasional 
sobby distortion, Gigli is also better 
than one would fear. Both the chorus 
and orchestra play splendidly, and 
the engineers make excellent use of 
every contemporary resource in re- 
cording. 


Ingemisco. Bjoerlingr, F-13588 — ^$1. 

[**fff$$]. 

A SUPERLATIVE eflFort by Bjoerling, 
which some music-lovers will doubt- 
less want to slip into their complete 
sets to alleviate the Gigli vocal 
‘^catch” for at least a side. The re- 
cording is splendid. 


VICTORIA, TOMAS LUIS DE 


Ave verum. W estminster Abbey Choir, 
(7-17146-— $.75. [**ff$$]. 

The’ vocal quality of the ensemble 
is splendid, utilized capably to the 
advantage of the music. The re- 
cording is good. 

Kyrie — ^"Orbis Factor." Choir of the 
Dijon Cathedral, i^-11678 — $1. 
[**ff$$]. 

An excellent performance, well re- 
produced. 

0 VOS omnes. The Madrigal Singers led 
by Lehman Engel, ( 7 - 9150 — ^$ 1 . 
[**f$$]. 

Individually the members of this 


group are not remarkable singers, 
and the total sound is thin. How- 
ever, the performance is musically 
careful. 

Tantum ergo. La Scala Chorus con- 
ducted by Vittore Veneziani, D- 
25218— $.75. [*f$$]. 

There is too much echo in this re- 
cording to permit the voices to sound 
other than hollow and unresonant 

Tenebrae. Sistine Chapel Chorus, V- 
7814—$!. [^*ff$$]. 

A BEAUTIFULLY controlled perform- 
ance, clearly reproduced. 


VIEUXTEMPS, HENRI 


Concerto No. 4 in D minor. Jascha 
Heifetz, ‘violin, ‘with orchestra con- 
ducted by John Barbirolli. V-Set 297 
—$3.50. 

Passion and authority are blended 
by Heifetz with the precise kind of 
violinistic flair to make such a work 
as this absorbing. Barbirolli super- 
vises the orchestra playing sym- 
pathetically, and though the tone of 
the recording is a little coarse, it is 
ample in volume. 


Soltarelle. Symphony Orchestra con- 
ducted by Ruhlmann, (7-69483 — $1. 
[**ff$$]. 

A LIVELY job, well-inflected under 
Ruhlmann’ s skillful direction. The 
recording is satisfying. 

Ser6nite. RenSe Chemet, violin, V-xz^z 
—$.75. [^ff$$]. 

Chemet’s graceful, warm-toned 
playing is neatly tailored for this 
languid, untroubled music. The re- 
cording is fair enough. 


VILLA-LOBOS, HECTOR 


OCTET 


For Eight Celli (Bachianas Brasileras, No. 

1). Ensemble conducted by Burle 
Marx. F-17966-7 — $2. [**fff$$]. 

An ASTONISHING sonority is conveyed 


by the rumbling and groaning cello 
ensemble, which is animated by 
Marx’s decisive beat. The recording 
is excellent. 
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ORCHESTRAL WORK 

Nonetto. Brazilian Festwal Orchestra which he leads with excellent energy 

and the Schola Cantorum led by and good dynamic distinction. The 

Huffh Ross. T-17968-9 — $2. recording is sharply defined and 

Ross has a flair for this music, resonant. 

QUARTETS 

Quortet for women's voices, harp, flute. The players are thoroughly con- 

celesta, and saxophone. Ensemble con- versant with the style of this music 

ducted by Hugh Ross. ^-17970— $1. and play it with dynamic energy, 

[*ff$$]. rhythmic force, and excellent tech- 

The balance here is a little un- nical discipline. However, the re- 

certain, though the players are cording is not so sound as it might 

thoroughly efficient. be (in both the technical and aural 

Quartet for Strings (Brazilian Quartet aspects of that expression). 

No. 5 ). Carioca String Quartet. V- 
11212-3 — ^$2. [*ff$$]. 

PIANO WORKS 

Chbros No. 5 ; 0 Ginete Do Pierrzinho; for including this work under the 

Farrapos. Maria Antonia de Castro. heading above, save to preserve the 

(7-69601 — $1. [**ff$$], uniformity of Villa-Lobos’ designa- 

Fortunately for Villa-Lobos, de tion. The playing is spirited and 

Castro is a pianist of apt emotional exact, the recording good, 

sympathies and lively rhythmic in- Saudades das Selvas Brasileiras, No. 2 . 
clinations. Moreover she has abun- George Copeland, piano. V-ziii — 

dant technical facility, a necessity $.75* [**ff$$]. 

in this music. The recording is Copeland has a little more contact 

reasonably good. with Villa-Lobos than with most of 

Choros. Alfredo San Malo, violin, and the other composers he seeks to inter- 

Fritz Magg, cello. (7-70714 — $1. pret, and his technical powers were 

[**ff$$]. functioning capably when this work 

There is no genuine justification was made. The recording is good. 

SONG 

Cangdo do Carreiro. Elsie Houston, parallel of its qualities in the in- 

soprano, and Pablo Miguel, piano. sinuating, imaginative singing of 

i^-17969 — ^$1. [**ff$$]. Houston. She has excellent assistance 

The very essence and atmosphere of from Miguel, and the reproduction 
the sun-heated uplands are in this is first-rate, 
artfully contrived song, and a superb 

VlTALl, TOMMASO A. 

Chaconne. Nathan Milstein, violin, and also a substantially better record- 

Leopold Mittman, piano. C-Set X61 ing. However, I cannot deny that my 

— $2.50. [*^ff$$]. Jacques Thibaud, disposition is to prefer the warmer, 

violin. ^-15465— $1. [*ff$$]. more personal playing of Thibaud, 

More of the score is contained in even though it is a less-satisfying 
the Milstein performance, which is reproduction. 
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VIVALDI, ANTONIO 


CONCERTOS 

ORCHESTRA 


In A minor, opus 3, No. 8 . Chamber Or- 
chestra directed by Hermann Aben- 
droth, D-2004.2 — $.50. 

One hardly expects a performance of 
this incisiveness and sprightliness 
from Abendroth, whose recordings 
of other works are severely in the 
kapellmeister tradition. The record- 
ing is also decidedly good. 

In D minor, opus 3, No. 11 (in "Estro 
Armonico"). Philadelphia Orchestra 

ORCHESTRA 

In B minor. Helene Pignari-Salles, 
Germaine Leroux, Nicola Rolet, and 
Piero Coppola, pianists, •with or- 
chestra conducted by Gustave BreU 
V-Set 366— $2.50. [*ff$$]. 

It is hardly necessary to say that this 
is the Bach reworking of the Vivaldi 

ORCHESTRA 

In A major. Robert Quick, •with the 
Manuel and Williamson Ensemble, 
U-Set 48— $3,50. [**f$$]. 

Quick’s violin tone is not much to 
my taste, and the support provided 
him by the ensemble is fairly pro- 
saic. More is required for the per- 
formance of this music than good 
will and honest intentions. The re- 
cording is good. A “Pastorale in A” 
is included on the final side. 

In A minor. Armida Senatra, violin, 
•with chamber orchestra, D-20105-6 — 

$1. [*f$$]. 

A THIN scratch of sound is the only 
audible evidence of the instrument 
Senatra plays. The orchestral re- 
cording is also flat in sound, with- 

PIANp 

Concerto da Camera. Alfred Cortot, 
V-Set 573— $2.50. [**f$$]. 

I DO NOT care for Cortot’s adaptation 
of Bach’s adaptation of Vivaldi’s 


directed by Leopold Stoko^wsh. V- 
14113-4 — $2. [^^ff$$]. 

The sumptuous quality of the Phila- 
delphia strings (as of 1936) is just 
enough to offset, in this estimate, 
the fussiness and excessive stress of 
Stokowski’s conducting, Monteux, 
for example, would be a far more 
responsive interpreter of this music ; 
but Stokowski achieves some remark- 
able sonorities. 

AND PIANO 

original. There is plenty of spirit 
in the performance, and the pianists 
have obviously had more than a re- 
hearsal or two. However, the string 
tone is nasal, and the reproduction 
of the pianos is only fair. 

AND VIOLIN 

out resonance or definition. (This 
text was derived by Nachez from 
the “Concerto Grosso,” opus 3, 
No. 6.) 

In G minor, opus 12, No. 1. Mischa El- 
man, •violin, •with orchestra directed 
by La*wrance Collinffwood, ^-7585-6 
— $2. [^ff$$]. 

One can almost see the beads of 
restraint forming on Elman’s brow 
as he phrases this music with in- 
sistent, palpable, determined reti- 
cence, but the force and vibrancy 
of his tone are no matters for 
cynicism. Collingwood conducts a 
musicianly accompaniment, but both 
soloist and orchestra suffer from the 
unbalanced recording. 

ALONE 

creation even though the pianist de- 
votes a good deal of musicianly sym- 
pathy to its performance. The re- 
cording is good. 
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SONATAS 

PIANO AND VIOLIN 


In A. Milstein and Mittman, C7-17070 

In D. Milstein and Mittman, (7-68478 
--$1. 

Milstein plays both of these with 
a minimum of passion and enliven- 
ing expressiveness, but the violinistic 
requirements of both scores are 
forcefully met. The recording is 
tolerable. 


In C minor. Dominique Blot and Claude 
Crussard. ^-13484—$!. [*^ff$$]. 
The excellent abilities these artists 
have manifested on other disks are 
admirable mustered here, to the end 
of an uncommonly integrated per- 
formance. The recording is excel- 
lent. 


WAGNER, RICHARD 

OPERAS 


DIE Ft 

Overture. Albert Coates conducting the 
London Symphony Orchestra. F- 

36321— $.75. [^*fff$$]. 

Thanks to Coates’ energetic per- 
formance the listener can hear at 
his convenience this most youthful 
of recorded Wagner and study the 

DER FLIEGENDE 

Overture. Thomas Beecham and the 
London Philharmonic Orchestra, C- 
Set X107— $2,50. [***fff$$]. Leo 

Blech and the Berlin State Opera 
Orchestra. V-qzjs — [**ff$$]. 
Willem Mengelherg and the Ne^w 
York Philharmonic-Symphony Or- 
chestra. /^-6547 — ^$1. [*ff$$]. Morike 
and an unidentified orchestra. D- 
2*5100-1 — $1.50. [*ff$$]. 

“Tremendous” is the word for 
Beecham’s performance of this work, 
to describe adequately both the force 
of the leadership and the solidity of 
the reproduction. There is superb 
texture in the reproduced sound, a 
beautiful shimmer of color in the 
ensemble passages. Of the versions 
on a single disk the Blech is the 
reasonably satisfactory alternative, 
though it is a decade old and the 
recording shows the fact clearly. 
The Mengelberg is even older and 
lacking in dynamic range or clarity 


elements in it that asserted them- 
selves ever more prominently in his 
mature talent. The playing is excel- 
lent, but the recording is a little 
tubby, with some oddities of balance 
in the wood winds. 

HOLLANDER 

of detail. I admire the tight, cohesive 
vigor of Morike, but in this case the 
recording must go back to the mid- 
’twenties. It is very bad. 

Steuermannslied. Lauritz Melchior <with 
orchestra conducted by Ed^win Mc- 
Arthur. V-jjyzs — $1. [^*ff$$]. Her- 
bert Ernst Groh ^mth unidentified 
orchestra and conductor. D-zooss — 
$.50. [*ff$$]. 

There is more of the lyric character 
of this charming excerpt, in Groh’s 
soft-voiced, beautifully controlled 
performance, and the orchestra that 
supports him is large, well-repro- 
duced. However, there is more 
splendor of sound in the Melchior 
performance, in which he has superb 
orchestral support. The recording is 
superlatively good. However, at the 
price, the Groh disk is certainly 
worth having. 

Sento's Bollode. Florence Austral nmth 
orchestra conducted by John Bar-- 
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hirollL F- 7117 — $1. 

Bettendorf with orchestra led by 
Morike, D-25075 — $.75. [*ff$$]. 

I AM partial to the poetry and drama 
of the Bettendorf performance, but 
realism compels a verdict in favor 
of the Austral-Barbirolli disk, for 
its more ample orchestral back- 
ground and considerably sharper re- 
production. 


Spinning Chorus. Royal Opera Chorus, 
London, conducted by Barbirolli* F- 
7117 — $1. [**ff$$]. Irmler Choir. D- 
25088— $. 75 - [^ff$$]. 

There is a good deal of English 
“jollity” in Barbirolli’s direction of 
this chorus, but the recording is 
preferable to that of the Irmler 
Choir. 


LOHENGRIN 


Prelude. Toscanini and the Philhar^ 
monic-Symphony Orchestra. 1^-14006 
$1. [**fff$$]. Stokowski and the 

Philadelphia Orchestra. F-6791 — ^$1. 
[♦*ff$$]. Mengelberg and the Am- 
sterdam Concertgebouw Orchestra. 
jD-25270— $.75. [*ff$$]. 

The resplendent glow of Toscanini’s 
feeling for this music, the permea- 
tion of it by his exaltation and 
poetry is paralleled by nothing in the 
other performances. The growth 
from a whisper to the bursting 
climax is splendidly reproduced, 
though I do not care for the abrupt 
break at the end of the first record 
side. I am conscious of the elegance 
of the Philadelphia strings in the 
period of this recording, but Sto- 
kowski does not ask them to do 
enough. Mengelberg is inclined to 
be pompous in this music, and the 
recording is outclassed by both com- 
petitive versions. 

Gott griiss euch. Ivar Andrisen, bass, 
and Eduard Habich, baritone, with 
orchestra conducted by Weissmann. 
D-25052 — $.75. [*ff$$]. 

AndrIsen’s booming voice and the 
quavery one of Habich are almost 
too realistically Heinrich and Telra- 
mund on this disk, but the values of 
the music are well-projected. The 
recording is fairly good. 

Elsas Traum. Helen Traubel with or- 
chestra conducted by Bruno Reibold. 
r-16345— $1. [***ff$$]. Flagstad. 

F-14181 — $1. [*ff$$]. Lehmann. D- 
20282 — ^$.50. [*fff$$]. Rethberg, V- 
6831 — $1. [**ff$$]. Jeritza. r-6694 — 
$1. [*f$$]. 


On recording alone the Traubel 
version earns a preference here, for 
the only other recent one, by Flag- 
stad, was made in a confining 
studio with an undersized orches- 
tra. However, I cannot say I care 
much more for Traubel’s big, edgy 
tones than I do for the chill in Flag- 
stad’s voice. Dramatically, the 
soundest satisfaction can be found 
in the Lehmann version, but it is 
also lacking orchestral vitamins. On 
the whole I would prefer the lovely 
phrasing and superb vocal quality of 
Rethberg, but the recording dates to 
1928. In addition to stylistic de- 
ficiencies the Jeritza disk is afflicted 
with poor intonation and apologetic 
recording. 

Nun sei gedankt. Pertile with orchestra 
directed by Sabajno. ^-6904 — 
[**£$$]. Walter Widdop with or- 
chestra and chorus directed by 
Coates. ^'-9017 — $1. [^f$$$]. 

I CAN find nothing to recommend in 
either of these versions, especially 
as Pertile sings in Italian and Wid- 
dop in English! There is plenty of 
ease in Pertile’s vocalization, but it 
has little to do with Wagner. The 
English text is ludicrous, the chorus 
out of tune, and the recording poor. 

Kdnigs Gebet. Andrisen and Habich. D- 
25052 — ^$.75. [*ff$$]. Alexander Kip- 
nis. C-7280 — $1. [^»'^f$$]. Marcel 

Journet. V-izy^ — $.75, [*f$$]. 

Both for economy and efficiency my 
preference is for Andrisen and 
Habich, for the Kipnis performance, 
though vocally impressive, lacks 
chorus, and the orchestra is poor. 
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The Journet disk is more than a 
decade and a half old, an inferior 
evidence of his once-beautiful voice. 

Finale, Act I. Sigismund Pilinsky, 
tenor, Meta Seinemeyer, soprano, 
Hilhne Jung, alto, and Robert Burg, 
baritone, mjith orchestra and chorus 
directed by W eissmann. D~25o6s — 

$.75. 

There are the usual faults of in- 
tonation in the closing pages of this 
scene, but the vocalists are capable 
enough, the direction of Weissmann 
forceful. The recording is only fair. 

Euch luften. Flagstad <with the Philadel- 
phia Orchestra conducted by Or- 
mandy. F-i^oi — $.75. [^ff$$]. Leh- 
mann. D-202Z2 — $.50. [*f$$]. 

One can almost count the empty 
seats in the spaces of the auditorium 
in which the Flagstad disk was 
made, for the area around the sound 
is all too plain in this recording. 
Also it increases the already con- 
siderable brightness of her voice, 
not to the advantage of the music. 
However, the orchestral background 
is magnificent, a respect in which 
the eloquently sung Lehmann ver- 
sion is particularly deficient. 

Ortrud, wo bist du? Emmy Bettendorf, 
soprano, and Karin Branzell, alto, 
nvith unidentified orchestra and con- 
ductor. jD-25051 — $.75, [*f$$]. 

A LAME performance, poorly re- 
corded. 

Gang zum Munster. Ensemble conducted 
by Weissmann. D-2Sos6 — $.75. 
[*ff$$]. Chorus and orchestra di- 
rected by Coates. ^'-9017 — ^$1. [*f$$]. 
There is a good deal more of the 
scene in the version directed by 
Weissmann, of which the vocal par- 
ticipants are those listed for the 
finale of the first act, above. The re- 
cording is only passable, but better 
than the Coates disk, which is per- 
formed in English. 

Prelude to Act III. Toscanini and the 
Philharmonic-Symphony Orchestra. 
F-14007 — $1. [*^fff$$]. Beecham 

and the London Philharmonic Or- 


chestra. C-68594— $1. p^ff$$]. Sto- 
koeivski and the Philadelphia Orches- 
tra. F'-i7568~$i. [***ff$$]. Charles 
0 * Connell and the Victor Symphony 
Orchestra. F-26443 — [***ff$$]. 
Reiner and the Pittsburgh Symphony 
Orchestra. C-11644 — $1. [*ff$$]. 

Stock and the Chicago Symphony 
Orchestra. r-7386 — $i. [*ff$$]. 

Coates and unidentified orchestra. 
T-9005 — $1. [*ff$$]. Bodanzky and 
unidentified orchestra. D-2$SS ^ — 

$.75. [*ff$$].^ 

As A summation of the word ^‘festal” 
the listener is commended to the 
soaring spirit that courses through 
the Toscanini performance of this 
much-abused music. The Philhar- 
monic was a great orchestra when 
this recording was made, and the 
surge of its tone is finely repro- 
duced in this Carnegie Hall record- 
ing. By ordinary standards both the 
Beecham and Stokowski perform- 
ances are thoroughly creditable, and 
the latter is an especially brilliant 
recording. The brief O’Connell per- 
formance is also a stunning job of 
recording, though the jerky conduct- 
ing is not to my taste. The Reiner 
disk is recent, but not recent enough 
to escape from the blight of bad 
Columbia recording previous to their 
present efforts. The Coates, Stock, 
and Bodanzky performances are all 
impaired by various degrees of bad 
recording. 

Bridal Chorus. Paul Kerby conducting 
the Vienna State Opera Chorus and 
Symphony Orchestra. C-72*fi — $1. 
[**ff$$]. Metropolitan Opera 
Chorus. F'-ii 249 — $i. [*ff$$]. 

Coates conducting an unidentified 
chorus. V-^QOS — ^$1. [*ff$$]« Irmler 
Choir. i)-25o88— $.75. [*ff$$]. 
There is routine competence in the 
Kerby performance but not much 
life or color in the recording. The 
Metropolitan group does its chore 
dutifully but with little enthusiasm, 
a view concurred in by the engi- 
neer, who did not extend himself, 
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The Coates version is slowly sung 
in English, and the reproduction is 
bad. A similar description applies 
to the performance of the Irmler 
Choir, save that its text is German. 

Love Duet. Emmy Bettendorf, soprano, 
and Laurit% Melchior, tenor. D- 
25384“5-^~“$a-25- ["^11$$]. 

Despite the age of this version it 
has the virtue of preserving the 
youthful voice of Melchior when it 
was a good deal more suited to the 
music of Lohengrin than it is now. 
However, the recording is feeble 
and poorly defined, the orchestra 
much too obscured. 

HeiL Konig Heinrich! Andris en. D~ 
25061 — $.75. [^ff$$]. 

AndrIsen is a little blatant in this 
performance, emphasized by the 
coarseness of the recording. 

In fernem Land. Melchior <with the 
Philadelphia Orchestra conducted 
by Ormandy. F-17727 — $1. [^**ff$$]. 
Richard Crooks. 

[**fff$$]. Kullmann <with orchestra 
directed by Walter Goehr. (7-9146 — 
$1. [♦*ff$$]. Pilinsky. D -2 5065 — 
$.75. [*ff$$]. Pertile nvith orchestra 


directed by Sabajno. — ^$1. 

P^f$$]. 

Considering the magnificence of the 
orchestral playing by the Philadel- 
phia Orchestra, the rich resonance 
of the recording, and the expressive- 
ness of Melchior’s singing, there 
would seem little contest for' its 
qualities in the other singers listed 
above. However, the Crooks per- 
formance is on another plane of 
excellence — sung with the lyric 
fervor that the music demands, in 
a voice of exceptional beauty. He 
has no such assistance as Melchior 
from the engineers, and the orches- 
tra behind him is unexpressive. It 
is unfortunate for Kullmann that he 
has such accomplishments to con- 
tend against, for he performs very 
creditably, with fine understanding. 
Pilinsky shouts his music rather than 
sings it, whereas Pertile’s Italian 
performance recalls the tale of the 
tenor Campanini, who added to the 
usual helmet worn by Lohengrins 
a tall white plume. This is singing 
with a plume on it. 


DIE MEiSTERSlNGER 


Overture. Beecham and the London 
Philharmonic Orchestra. (7-68854 — 
$1. [**ff$$]. Karl Muck and the 
Berlin State Opera Orchestra. V~ 
6858 — $1. [*fff$$]. Reiner and the 
Pittsburgh Symphony Orchestra. 
(7-11580 — $1, [*ff$$]. Stokowski and 
the Philadelphia Orchestra. V-Set 
731 — $2,50. [***ff$$]. Stock and the 
Chicago Symphony Orchestra. P'- 
6651 — ^$1. [*f$$]. Bodanzky and an 
unidentified orchestra. D-ZSSSS "^ — 
$1.50. [*f$$$]. 

So FAR as spirit is concerned the 
Muck version remains the one which 
to this taste is the most stirring, 
sympathetic, and just. However, it is 
idle to pretend that the recording 
has endured as persistently as the 
validity of Muck’s conducting. Con- 
sidering this fact I would therefor^ 


recommend the Beecham perform- 
ance, which is a little deliberate for 
my estimate of the proper tempo but 
is very well-reproduced. In this 
latter respect one could hardly hear 
anything more ear-filling and reso- 
nant than the playing of the Phila- 
delphians under Stokowski. How- 
ever, the composer might as well 
be the Wagner of “Under the 
Double Eagle” march for all the 
special implications the score con- 
veys to Stokowski. Reiner does some 
remarkable things with the score, 
especially in the direction of ex- 
pounding the contrapuntal texture, 
but the recording is not to be classed 
with either the Beecham or Sto- 
kowski. The antiquated Stock ver- 
sion is very dull in sound, the Bo- 
danzky pair of disks ludicrously 
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expensive for the slender amount of 
music and sensitivity they convey. 

Kirchenchor. Beecham directing the Co- 
vent Garden Orchestra and Chorus, 
C-69095 — $1. [^ff$$]. The Berlin 
State Opera Orchestra and Chorus 
directed by Leo Blech, F-9160 — $1. 
[^ff$$]. 

The values in these two records are 
quite different, for the Beecham 
(made at an actual performance in 
1936) aims at a good deal more 
than the Blech performance of 1927. 
There is more realism in the former 
(as well as a good deal more vague- 
ness of sound), though the Blech 
version has lost little of its original 
limited interest. 

Das schone Fest. Alexander Kipnis, V- 

7894-$!. [**ff$$]. 

An excellent job, vocally and dra- 
matically, also supported by proper 
orchestral detail. The recording re- 
mains satisfactory. 

Am stHlen Herd. Melchior viith the 
Philadelphia Orchestra directed by 
Ormandy. ^-17728 — $1. [***ff$$]. 

Max Lorenz voith orchestra directed 
by Clemens Schmalstich, F-11162 — 
$1. P*f$$]. 

Melchior is too much the Helden- 
tenor for this music, but even the 
brass of his voice is preferable to the 
dross of Lorenz’s. There is ample 
orchestral support for Melchior, and 
it is brilliantly reproduced. However, 
Schmalstich knows a good deal more 
about the score than Ormandy, as his 
perception and emphasis on detail 
show. 

Fanget on! Lorenz, P-1X162 — ^$1. 

[*^f$$]. 

The qualities of Lorenz here are as 
described above. His version is the 
only presently available in an Amer- 
ican catalogue. 

Was duftet doch der Flieder. Schorr voith 
the London Symphony Orchestra con- 
ducted by Coates, r-7425 — $1. 

P^fff$$]. 

A MUSICAL as well as a phonographic 
classic, this record has grown even 


more magical with the passing of a 
decade, for Schorr can no longer 
philosophize so eloquently and so- 
norously. Coates directs the orchestra 
with full feeling for the nature of 
the occasion, and the recording is 
still a sufficiently bright mirror to 
reflect the beauty of the singing. 

Gut'n Abend, Meister! Schorr and Gota 
Ljungberg voith orchestra conducted 
by Lavorance Collingvoood, T-7680 — 
$1. [*^ff$$]. 

The voice of Ljungberg is matronly 
for the true character of Eva, but 
she sings intelligently, warmed by 
the sweetness of Schorr’s own mas- 
terful effort. The total effect is 
charming and reasonably well- 
reproduced. 

Jeruml Jeruml Schorr voith the London 
Symphony Orchestra conducted by 
Coates. T-7426--$i. p^fff$$]. Nel- 
son Eddy nvith orchestra directed by 
Robert Armbruster, (7-71189 — $1. 
pf$$$]. 

Schorr is in magnificent voice on this 
disk, and the orchestra directed by 
Coates is also excellent. The new 
Eddy disk (sung in English) is ludi- 
crously inept, with a meager orthes- 
tra shamefully reproduced. 

Geliebter, spare den Zorn. Bettendorf, 
Bohnen, Carl Martin Oehmann, 
tenor, and Leo Schutzendorf, bari- 
tone, vjith unidentified orchestra and 
conductor. jD-25287-8 — $1.50. [*ff$$]. 
There are some assorted merits in 
the singing of Bohnen and Betten- 
dorf, but the recording is very bad, 
the surface unusually raucous, even 
for Decca. 

Finale, Aqt II. Orchestra conducted by 
Max von Schillings, D-2^026 — ^$.75. 
pf$$]. 

The choral parts are missing in this 
arrangement, and the reproduction 
of what is played cannot be de- 
scribed as attractive. 

Complete Act III. Hans Hermann Nissen 
(Sachs), Eugen Fuchs (Beckmesser), 
Lene Jung (Magdalena), Marga- 
rets Teschemacher (Eva), Martin 
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Kremer (David), and S^ven Nilsson 
(Pogner), <with the Saxon State Or- 
chestra led by Karl Bbkm. V-Sets 
537-538~$i6. 

Fortified by magnificently resonant 
and distinct recording Bdhm leads 
his fine cast, orchestra, and chorus 
through a performance of this act 
that few persons have heard 
equaled in an American opera house. 
It is in every sense an ensemble per- 
formance, conceived in the true sense 
of Wagnerian proportions and splen- 
didly realized. The quality of the 
individual singers is treated in the 
separate records cited below. 

Prelude, Act III. Walter and an un- 
identified orchestra. ^-68690 — $1. 
[**fff$$]. Bdhm and the Saxon State 
Orchestra. ^-15683—$!. [***ff$$]. 
Stokovjski and the Philadelphia Or- 
chestra. F-1584 — $.75. [**f$$]. Pierne 
conducting the Concerts Colonne Or- 
chestra. D-2550Z — $.75. [*f$$]. 

The sumptuous sound of the Saxon 
State Orchestra outvibrates anything 
on the Walter disk, but the latter 
has individuality of feeling and tex- 
ture that must be respected. Stokow- 
ski’s older recording (1932) is less 
expensive but also less expressive. 
The Pierne effort is outdistanced in 
all respects. 

Wohn! Wahn! Schorr, with orchestra, 
^-7319 — $1* [**fff$$]. Nissen. V- 
15685— $1. [*^*ff$$]. 

I HAVE every respect for the ability 
of Nissen, but respect is short of af- 
fection, which is my feeling for this 
superbly beautiful performance by 
Schorr. There is far more luscious- 
ness of orchestral sound in the Nissen 
disk (a part of the complete third 
act), which begins with a portion of 
the scene with David. However, if 
I were forced to a choice it would be 
the Schorr disk. 

Griiss' Gott, mein Junker! Schorr and 
Laubenthal, tenor. F-7427 — $1. 
[**ff$$]. Nissen and Ralf. F-xs 6 Z 6 
— $1. [**fff$$]. 

The advantage here is strongly with 


the Nissen and Ralf version (from 
the complete recording of the third 
act), for Laubenthal’s whine cancels 
out any advantage Schorr may have 
over Nissen. Also the recording is 
far superior. 

Abendlich gliihend. Schorr, Melchior, 
and the London Symphony Orchestra 
conducted by Robert Heger. 

— $1. [**ff$$]. 

A RARE example on records of Mel- 
chior’s voice in the role of Walther 
during the period of his career when 
it was well-suited to the music. Since 
Schorr’s performance is in his warm- 
est vein, one could not hear a more 
satisfying version of this scene. The 
recording is quite good. 

Sieh', Evchen! Schorr and Elisabeth 
Ret hb erg. ^-8195 — $i. [^*ff$$]. 
Here is another splendid disk that 
surpasses its equivalent in the better- 
recorded complete set. It personifies 
the relationship of Eva and Sachs as 
completely in the silver-sheened 
voice of Rethberg as in the eloquence 
of Schorr. The orchestra is not too 
ample. 

Aha! Da streicht die Lene. Schorr, V- 
768r— $1. 

This is not so well suited to Schorr’s 
voice as the more lyric passages of 
the role, and I would suggest the 
Nissen version, in the complete set, 
as more desirable. However, as an 
incidental reverse-side acquisition to 
the Schorr-Melchior duet above it is 
well worth having. 

Quintet: Selig, wie die Sonne* Nissen, 
T eschemacher, Ralf, Kremer, and 
Jung, nxjith orchestra conducted by 
Bdhm. r-i5692--$i. [^**ff$$]; 

Schorr, Elisabeth Schumann, Mel- 
chior, Ben Williams, and Gladys 
Parr, vuith orchestra conducted by 
Collingwood. F-7682 — $1. [*^ff$$]. 
Bohnen, Bettendorf, Oehmann, Gom- 
bert, and M. Liiders, with orchestra, 
D-25386—- $.75. [^ff$$]. 

There is an ample brightness in the 
version under B6hm, which tran- 
scends anything in the other disks, 
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but Schorr, Melchior, and Schumann 
are not names to be lightly disre- 
garded in such music as this. Colling- 
wood is a bit reticent, but the record- 
ing is quite good, the level of 
intonation unusually high. Bettendorf 
and Bohnen are capable of many 
beauties, but they must be appre- 
hended through clouds of scratch and 
poor recording. 

Entrance of the Meistersingers. Walter 

and an unidentified orchestra. C~ 
68691 — $1. [**fff$$]. Ormandy and 
the IPhiladelfhia Orchestra. F-1807 — 
$.75. [*^ff$$]. 

I AM PARTIAL to the Spirit of Walter^s 
conducting (the excerpt is more of 
the dance than the actual entrance 
of the guilds) even though it is im- 
perfectly reproduced. Ormandy 
covers both the processional and the 
dance, but the phrasing is brusque 
and angular. However, the band is 
brilliantly recorded. 

Wach' auf! Bohm conducting the Saxon 
State Orchestra and Chorus. V-i$ 6 $z 
— $1. [***ff$$]. Beecham and Covent 
Garden Ensemble. C-69095 — ^$1. 
[**ff$$]. Blech conducting the Berlin 
State Opera Orchestra and Chorus* 
F-9160 — $1. [*ff$$]. La Scala En- 
semble, C-68691 — $1. [*f$$]. 

For weight of sound, both of chorus 
and orchestra, none of the individual 
recordings compares with the Bohm 
version in the complete set. He senses 
the exaltation and eloquence of this 
passage affectingly and has the 
means at his disposal to realize that 
awareness. Beecham is hampered by 
noisy recording and Blech by repro- 
duction inadequate by current stand- 
ards. The Scala performance is in 
Italian and might as well be the 
finale of I Lombardi for all the mean- 
ing it conveys to the conductor. 

Euch macht ihr's leicht Schorr vnth or- 
chestra directed by Heger, ^-7682 — 
$1. P^fff$$]. 

I WILL not tolerate any other voice 
in this music, perhaps a little senti- 
mentally, but also because this re- 


cording catches the Schorr voice at 
flood tide of expressiveness and 
fervor. The orchestral support is not 
brilliant, but it is sufficient for those 
who esteem Schorr as I do. 

Preisiied. Richard Crooks. ^-7105 — ^$i. 
P*fff$$]. Herbert Ernst Groh. D- 
20035 — $.50. [*^*ff$$]. Melchior voith 
the Philadelphia Orchestra directed 
by Ormandy. F-17728 — ^$1. [^^*f$$]. 
Torsten Ralf vuith the Saxon State 
Orchestra conducted by Bohm, V- 
15695—$!. [***ff$$]. Ralf vjith Co- 
vent Garden Ensemble led by 
Beecham. C-69096 — ^$1. [*^ff$$]. 

Pilinsky with Weissmann and en- 
semble. D-25194 — $.75. [*f$$]. Bjorn 
Talen. D-25030 — $.75. [^f$$]. 

So FAR as sheer vocal quality is con- 
cerned the ideal among these record- 
ings is either the throat of Crooks, 
who sings with superlative ease and 
fluency, or Groh’s, though the latter 
is represented by only a chorus, so to 
speak, of the complete episode. Both 
lack the choral background, which is 
contained on both disks by Ralf. I do 
not find his voice pleasing on either, 
but the one under Bohm is a con- 
siderably more successful recording. 
Melchior sings powerfully, and with 
a touch of stridency, in a reproduc- 
tion of startling vitality. Pilinsky has 
a chorus but no recording support, 
while Talen suffers from a deficiency 
of both. There are also instrumental 
versions by Casals (V-6620 — ^$1), 
Elman (V-7649 — $1), and the Marek 
Weber unit (V-24773 — $.50) which, 
in the words of Gilbert, have noth- 
ing to do with the case. 

Verachtet mir die Meister Nichf. Schorr 
with the Berlin State Opera Orches- 
tra and Chorus directed by Blech. V- 
9285 — $1. [^ff$$$]. Josef Lindlar 
with chorus and orchestra directed 
by Weissmann, D-zszS^ — ^$.75. 
[*f$$]. 

The pealing richness of Schorr’s 
voice gives stirring utterance to this 
superb exhortation, even though the 
orchestral background is insufficiently 
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represented. However, the chorus is there are certain suggestions of that 

good, the spirit of the whole com- supposition in the sound of his voice, 

municative. It is not probable that The recording is mediocre. 

Lindlar was the original Sachs, but 

PARSIFAL 


Prelude. Furtfwdngler and the Berlin 
Philharmonic Orchestra, F-15219-30 
—$2. [^**ff$$]. Much and the Berlin 
State Opera Orchestra, ^-6861-2 — $2. 
[^fff$$]. Walter and the Royal Phil- 
harmonic Orchestra, C-67572-3 — $2. 
[^*ff$$]. Stokowski and the Phila- 
delphia Orchestra, F-14728-9 — ^$2. 
[**ff$$]. 

Despite the reluctance of the en- 
dorsement, the clear superiority of 
the Furtwangler edition to the others 
is so pronounced that any other 
choice would be an evasion. The 
glow of sound is extraordinary, the 
control of it by the conductor master- 
ful in the extreme. However, I find 
the sobriety and devotional feeling 
of the Muck unparalleled by any of 
the versions, though the reproduction 
of it in these disks of a dozen years 
ago is much flawed. Walter performs 
impressively, though the orchestra he 
leads is not in the class of the other 
three, and the recording is not of to- 
day's quality. There is a good deal 
of tonal magnificence in the Phila- 
delphia playing, led through distor- 
tions of feeling and emphasis by the 
indeterminate, undependable con- 
ductor. 

Vom Bade kehrt der Kdnig. Andris en, 
hassj and Pistor, tenor, D-25076 — 
$.75. [*^ff$$ 3 . 

The weight and thrust in Andresen’s 
voice meet the needs of this music, 
and the recording is unexpectedly 
good. I am not delighted by Pistor in 
this excerpt, but he is about the aver- 
age competent German tenor. 

Transformation Scene. Muck directing 
the Bayreuth Festival Orchestra and 
Chorus, (7-67364-5-6-7— $4*. [**fff$$]. 
Walter and the Royal Philharmonic 
Orchestra, (7-67573 — $1. [*^ff$$]. 

As THE number of sides indicates, 


Muck’s superbly stylistic, wonder- 
fully subtle treatment embraces a 
considerable part of the final scene 
of this act, omitting the sections in 
which Titurel and Amfortas are 
heard. For its time this recording 
(made at the Festival of 1927) was 
miraculous, and it still retains an 
unbelievable amount of vividness 
and color. The Walter disk is a part, 
only, of the actual Transformation 
Scene and is hardly comparable to 
the achievement of Muck. 

Flower Maidens' Scene. Much and the 
Bayreuth Festival Chorus and Or- 
chestra, C-67368-9-~$2. [*^fff$$]. 

Walter and the Royal Philharmonic 
Orchestra. <7-67190-1 — $2. [*^ff$$]. 
The distinctions in coverage of these 
recordings are elucidated with fine 
comprehensiveness by R. D. Darrell 
in his Gramophone Shop Encyclo- 
pedia of Recorded Music {New 
York, 1936) y to which the reader is 
referred for such data, and especially 
in relation to the mutilated but com- 
prehensive extracts from Wagner 
operas. Walter’s version begins be- 
fore the Muck, but it lacks a chorus, 
which is highly important to the 
true color of this music. There is 
also superlative style in Muck’s 
molding of the music, and the repro- 
duction, as noted above, remains 
remarkable. 

Herzeleide Scene. Kirsten Flagstad, 
Lauritz Melchior, and Gordon Dil- 
wortk with the Victor Symphony Or- 
chestra conducted by Edwin Mc- 
Arthur, V-Set 755 — $4- [*^ff$$]. 
Taken all together, this is the most 
satisfying version of this music (be- 
ginning at the words “Dies alles — 
hab’ ich nun getraumt”) that can be 
obtained, though there are isolated 
sections better sung and decidedly 
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better conducted than they are in 
this complete edition. There is fine 
beauty in the singing of both prin- 
cipals, and the orchestral playing 
(the band is largely from the Phila- 
delphia ensemble) is splendid. Mc- 
Arthur is less ineffectual here than 
on the earlier recordings (from 
Tristan), but he is still decidedly a 
lightweight. 

Ich sah' das Kind. Frida Leider with 
orchestra conducted hy John Bar- 
birolli. T-7523— $1. [**fff$$]. Ker- 
stin T harbor g with orchestra led by 
Karl Riedel ^-17223—$!. [^*^ff$$]. 
Of the three Kundrys whose records 
of this scene are available, there is 
the most womanly quality in the old- 
est version, by Leider. The top of 
her voice is undependable, but the 
beauty of the singing is exceptional. 
Thorborg performs with consider- 
able eloquence, and the orchestral 
background is sumptuously repro- 
duced. However, her voice is not 
quite the one for this music. 

Amfortas! Die Wunde. Melchior with the 
Philadelphia Orchestra directed by 
Ormandy. F-ipiz — $1. [***ff$$]. 
Melchior’s voice is brilliantly repro- 
duced here, aided by the resonance of 
the Academy of Music. However, the 
interpolated lines of Kundry (heard 
in the complete edition above) are 
omitted here. 

Act III (slightly abridged). Muck con- 
ducting the Berlin State Opera Or- 
chestra, with Gotthelf Pistor (Parsi- 
fal) and Ludwig Hofmann (Gurne- 
manz), V-Set 67 — $8.50. [**ff$$]. 
The excisions here precede the 
entry of Parsifal and cannot be 
considered serious. What is heard 
is, for the most part, magnificent, 
thanks to the fine condition of Hof- 
mann’s voice on these disks, the very 
acceptable singing of Pistor and, 
above all, the authority, dignity, and 
unceasing interest of Muck’s conduct- 
ing. The recording lacks the tonal 
range of present-day reproduction, 


and some orchestral details are 
wholly inaudible, but the spirit of 
the music is beautifully projected. 

Good Friday Music. Siegfried Wagner 
conducting the Bayreuth Festival 
Orchestra with Alexander Kipnis 
and Fritz W olffj tenor, C-67370-1 — 
$2. [*^fff$$]. Furtwdngler and the 
Berlin Philharmonic Orchestra. V- 
15220-1— $2. [***fff$$]. Stokowski 
and the Philadelphia Orchestra. V- 
I4730.-I — $2. [**ff$$]. 

Despite the closeness of the voices to 
the microphone (resulting in a dis- 
proportionate prominence) Kipnis’ 
pronouncement of the music is a rich 
experience, and the orchestra plays 
superbly. From the quality of the 
conducting I suspect this perform- 
ance was prepared by Muck and only 
nominally conducted by Wagner 
when the recording was made. Of 
the voiceless versions the merits of 
Furtwangler’s* Prelude and the de- 
merits of Stokowski’s are repeated 
here. 

Nur eine Waffe. Melchior with Phila- 
delphia Orchestra led by Ormandy. 
^-1521 3 — $1. [**fff$$]. Heinrich 

Knote with unidentified orchestra 
led hy W eissmann. D-25267 — $.75. 
[*f$$$]: 

The qualities of Melchior’s “Am- 
fortas! Die Wunde” are also evident 
here, reproduced with stunning effect. 
Knote’s leathery voice, his lethargic 
style are an unpleasant reminder of 
the kind of Wagner singing that 
flourished at the Metropolitan in the 
early ’twenties, though Knote’s ca- 
reer there dates to the first decade of 
this century. The recording is not 
good. 

Synthesis. Stokowski and the Phila- 
delphia Orchestra. V-%617-% — ^$2, 
C’^*f$$]. 

Stokowski’s scissors-and-paste-pot 
job is no more to the advantage of 
Wagner than it is to Mussorgsky. 
The recording is splendid, but the 
effort is a wasted one, to my taste. 
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RIENZl 


Overture. Felix W eingartner and the 
Paris Conservatory Orchestra. C-Set 
Xi 69— $z,50. Fiedler and 

the Boston *'Fops*' Orchestra. V-Set 
569 — $2.50. Stokovoshi and 

the Philadelphia Orchestra. 

— $2. W eissmann and un- 

identified orchestra. D-25307 — $.75. 

The freshness and unconventional- 
ity of Weingartner’s treatment are 
not only interesting but satisfying. 
His tempo is well-chosen and sus- 


tained against temptations to ac- 
celerate it. Though the recording is 
not the sensational achievement that 
the reproduction of Fiedler’s per- 
formance is, it is well-proportioned, 
suave-sounding. The rich, plushy 
sonority of the Philadelphia Orches- 
tra (c. 1927) is the special distinc- 
tion of the Stokowski recording. 
Weissmann leads the music with 
martial emphasis and little atten- 
tion to subtleties. 


DER RING DES NIBELUNGEN 
Das Rheingold 


Prelude. Coates and Symphony Orches- 
tra. ^-9163 — $1. [^*ff$$]. Stokovoski 
and the Philadelphia Orchestra. V- 
7796—$i. P*ff$$]. 

The ages of these recordings are, 
respectively, eight and thirteen years, 
but I find more mood and exhilara- 
tion in the older one of Coates. In 
all the Rheingold records listed be- 
low, Stokowski was apparently ex- 
perimenting with an unconventional 
recording method, for the strings 
sound very well, the wood winds 
and brasses harsh and unresonant. 

End of First Scene. Stokovoski and 
Philadelphia Orchestra. ^-7796 — ^$1. 
[**ff$$]. 

See entry above. 

Nibelungen Scene. Siokovoski and the 
Philadelphia Orchestra. F’“7797 — ^$1. 
[**ff$$]. 

See comment under first entry. 

Weiche, Wotan! Thorborg vjith Victor 
Symphony Orchestra directed by 
Karl Riedel. ^-17221 — $1. [**fff$$]. 
Schumann-Heink nmth orchestra. V- 
7107 — $1. [*f$$]. Stokovjshi and the 
Philadelphia Orchestra. ^-7797 — $1. 
[^^ff$$]. 

The fortunate appearance of Thor- 
borg’s new disk closes a gap that 
existed for long despite Schumann- 
Heink’s quavery, determined inter- 
pretation. The former sings the 
music intelligently, and the record- 


ing is excellent. I do not find an 
English horn suggestive of Erda in 
the Stokowski treatment. 

Abendlich strahit. Leo Blech directing 
an ensemble nvith Schorr, additional 
vocalists, and the Berlin State Opera 
Orchestra. V-67%% — ^$1. [♦ff$$]. 
Schorr’s voice is audible gold in this 
recording, which actually begins 
some twenty-four measures before 
the point indicated by the label. 
Blech leads the performance with 
admirable breadth, but the recording 
is lacking in brilliance. 

Entrance of the Gods. Charles 0 *Connell 
and the Victor Symphony Orchestra. 
F-36234— $.75. [***ff$]. Coates and 
symphony orchestra. V-$xq$ — $i. 
[♦ff$$]. Franz von Hoesslin and the 
Bayreuth Festival Orchestra. C- 
67373 — $1. [*ff$$]. Stokowski and 
the Philadelphia Orchestra. 1^-7798 
— $1. [*ff$$3. Siegfried Wagner and 
an unidentified orchestra. D-25073 — 

$.75. 

Since so much of the effect of this 
music depends on the color and 
fidelity of the instrumental sound, 
my preference would be for the lat- 
est, best-sounding version, which in 
this case is the O’Connell. The instru- 
mental definition is excellent, the 
body of sound warmly satisfying, 
and the conventions of the music are 
respected by the conductor. For a 
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performance of more individuality 
and imagery, the Coates has endur- 
ing merits, though these do not in- 
clude the one of persuasive repro- 
duction. Von Hoesslin includes the 
voices of the Rhinemaidens in his 
performance, which is an advantage, 
but the recording is sadly out of 


balance and especially poor in string 
quality. Stokowski’s brasses snarl 
rather than jubilate, and the re- 
flecting walls of the studio diminish 
sonority and damp vibration. The 
Wagner interpretation is apparently 
of venerable age, for the sound is 
particularly wiry and unpleasant. 


Die WalkUrc 


Act I, Complete. Bruno Walter conduct- 
ing the Vienna Philharmonic Or- 
chestra, with Lauritz Melchior, Lotte 
Lehmann, and Emanuel List. V-Set 
298-~$8.50. [**fff$$]. 

When the list of participants in this 
performance has been absorbed, all 
that really needs to be added is a 
characterization of the recording. It 
has the fault of excessive vibration 
present in recordings from Vienna in 
the mid-’thirties, but it also has fine 
mellowness of sound, great dynamic 
differentiation, and a splendid va- 
riety of colors. However, one is also 
tempted to add a few additional 
details: The strain on Lehmann’s top 
voice is not to be denied, but the 
strength and fervor of her charac- 
terization are a cherishable heritage. 
Both Melchior and List match the 
best that may be expected of them, 
and Walter conducts his splendid or- 
chestra with energy, skill, and in- 
spiring insight. 

Ein Schwert. Melchior with orchestra 
conducted by Walter. ^-8937 — $1. 
[^*fff$$]. Pistor with unidentified 
orchestra. D-25I56 — ^$.75. [*f$$]. 
Pistor’s grating voice and the dull 
orchestra behind him are no match 
for the muscular resonance of Mel- 
chior. 

Wintersturme wichen dem wonnemond. 

Melchior with orchestra directed by 
Walter. ^-8937—$!. [^*fff$$]. Mel- 
chior with Ormandy and the Phila- 
delphia Orchestra. r-2035 — ^$.75. 
[*^ff$$]. Bjorn Talen with unidenti- 
fied orchestra and* conductor. jD-25030 
— $*75« [^f$$]- Carl Hartmann and 
Elisabeth Friedrich, with orchestra 


conducted by W eissmann. jD-20017-8 
—$1. [**f$$]. 

There is a slight advantage of re- 
cording in the Melchior-Ormandy 
performance, but hardly enough to 
offset the dramatic impact supplied 
by Walter’s conducting and the pre- 
ceding dialogue between Lehmann 
and Melchior. Talen’s voice is dis- 
agreeable and poorly reproduced, 
while Hartmann’s leathery singing 
is also distasteful. To continue with 
the latter, his complete version of 
the first-act finale with Friedrich is 
inferior in every respect to the rec- 
ords in the complete set. 

Du bist der Lenz. Flagstad with the 
Philadelphia Orchestra led by Or- 
mandy. V-i^oi — $.75. [**ff$$]. Leh- 
mann and Melchior with orchestra 
directed by Walter. F-15817 — $1. 
[*’^fff$$]. 

Flagstad’s composure and the solid 
metal of her voice are the principal 
elements of her performance, though 
composure is hardly the basic re- 
quirement of this scene. I am much 
more disposed to the extract from the 
complete set, listed here as desig- 
nated separately in the Victor cata- 
logue. 

Siegmund heiss ich. Melchior and Leh- 
mann. V-i$Zi7 — $1. [*^fff$$]. Wal- 
ter Widdop and Gota Ljungberg 
with orchestra conducted by Coates. 
F-9167— $1. [^f$$]. 

Both Widdop and Ljungberg are 
outdistanced by their parallel per- 
formers in the complete Vienna per- 
formance of the first act, and the 
recording of the latter is all of a 
decade more recent. 
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Act II, Complete. Melchior, List, Leh- 
mann, Marta Fuchs (Eriinnhilde) , 
Hans Hotter (fFotan), and Mar- 
g arete Klose (Fricka), •with Walter 
conducting the Vienna Philharmonic 
Orchestra and Bruno Seidler-Win- 
kler conducting the Berlin State 
Opera Orchestra, V-Set 582 — ^$10.50. 

The mystifying description above is 
explained by the fact that the por- 
tions of this act that involve Sieg- 
mund, Sieglinde, and Hunding were 
made in Vienna, the remainder of 
the act in Berlin. In consequence, 
Alfred Jerger joins them for the final 
scene as Wotan, with Ella Flesch 
instead of Fuchs as Brunnhilde. This 
naturally leads to some inconsisten- 
cies, but they are not serious. Wal- 
ter’s conducting is more personalked 
than Seidler- Winkler’s, but the latter 
is well-equipped for his task. Fuchs 
is a very good Brunnhilde if not a 
great one, and both Klose and Hotter 
are sound exponents of the roles they 
assume. Not too much eloquence 
should be expected of the latter, how- 
ever, and even less of his alternate. 
There is, necessarily, a variation in 
the recorded quality, but it never 
falls below excellence. 

Ho-yo-to-ho. Flagstad with orchestra. 
F-1726— $. 75 * [*ff$$]. 

The ease and amplitude of Flag- 
stad’s singing are suggested by this 
recording but only in the way that a 
black and white suggests a Renoir 
painting. The reproduction lacks 
shade, light, and even true propor- 
tions. 

Wotan Bids Brunnhilde Shield the Wal- 
sung. Schorr and Leider with Berlin 
State Opera Orchestra conducted by 
Blech. F-9167— $1. [*ff$$]. 

The distinctions in the singing of 
Schorr and Leider are not sufficient 
to outweigh the deficiencies of the 
recording, especially when there is 
an alternative of the Hotter-Fuchs 
realism (V-15506 — $1) available. 
Fricka Scene. Schorr and Emmi Leisner 


with London Symphony Orchestra 
directed by John Barbirolli. ^’-7742-3 
— $2. [*^fff$$]. Thorborg with Vic- 
tor Symphony Orchestra directed by 
Riedel r-17221— $1. [^^ff$$]. 

To MY ears there is more compulsion 
and eloquence in the seven- or eight- 
year-old Schorr-Leisner duet than 
there is in the newer one of the com- 
plete set, even though Barbirolli is 
far from the ideal Wagner conduc- 
tor. Schorr is in fine shape, and 
Leisner has splendid vocal resources. 
Admittedly, the recording is tubby, 
but other considerations overweigh 
this one. Thorborg sings splendidly 
and is recorded with fine justice, but 
her isolation of the solo passages for 
Fricka does not. appeal to me. 

Siegmund, sieh' auf mich. Melchior, 
Fuchs, and the Berlin State Opera 
Orchestra conducted by Seidler- 
Winkler. F-15513-4— $2. 

Margarete Bdumer and Pistor with 
orchestra directed by W eissmann. D- 
25265-6-~$i. 50. [*f$$]. 

Those who cherish a recording of 
this scene (known as “Todesverkiin- 
digung”) will find more to satisfy 
them in the singing of Melchior and 
Fuchs, despite the higher price. 
Baumer has a big voice but also an 
unreliable one, whereas Pistor’s 
suitability for the baritonal sections 
of the role is matched by his in- 
adequacy elsewhere. Moreover the 
orchestra in this recording is almost 
inaudible. 

Ride of the Valkyries. Von Hoesslin and 
the Bayreuth Festival Ensemble. 
C-67374 — ^$1. [^*fff$$]. Queen's Hall 
Orchestra conducted by Henry Wood. 
D-25569— -$.75. [**ff$]. Victor Sym- 
phony Orchestra. ^-26316— $.50 
[**ff$$]. Stokowski and the Phila- 
delphia Orchestra. ^-8542-3 — $2. 
[**f$$$]. Coates and Symphony 
Orchestra, r-9163-— $1. [’'^f$$]. Rei- 
ner and the Pittsburgh Symphony 
Orchestra. — $1. [^^ff$$ 3 . 

All of the other versions are newer 
that the Von Hoesslin performance, 
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but it remains the only one with the 
voice parts as specified by Wagner. 
Moreover the recording retains 
astonishing fidelity despite the prom- 
inence of the Walkiiren who are ex- 
ceptionally able singers. Of the 
purely orchestral versions my in- 
clination is to the Wood, for the 
brightness and power of the re- 
cording. The Stokowski treatment is 
too showy for my taste and not im- 
pressively recorded, whereas Coates 
suffers not only from bad recording 
but also from the contraction im- 
posed by the use of a single side. 
In this category, the Reiner is the 
most recent representation, but the 
animals might well have been al- 
lowed to go the full distance. The 
cheap Victor disk is impressively 
loud but, essentially, only cheap. 

Wotan's Farewell. Schorr nvith the Berlin 
State Opera Orchestra led by Blech. 

176-7 — $2. [*fff$$]. Stokowski 

and the Philadelphia Orchestra with 
Lawrence Tibhett. F-8543-4-5 — ^$3. 
[**f$$]. Philadelphia Orchestra con"" 


ducted hy Stokowski. T-15800 — $1. 
[***ff$$]. Siegfried Wagner and an 
unidentified orchestra. D-z $207 -% — 
$1.50. [*^f$$]. Sanromd, piano. T- 

18153-”$!. 

I WOULD prefer the Schorr-Blech 
version even if it were necessary to 
stand over the amplifier with hand 
cupped over ear and available on 
alternate Tuesdays only. It is the 
difference between the inadequate 
suggestion of a superb accomplish- 
ment and the fairly distinct, unfor- 
tunately critical replica of a vastly 
inferior one, for Tibbett has neither 
the voice nor the style for this music. 
Of the voiceless versions, there is no 
contest to the Stokowski, which is 
marvellously rich in sound and 
quite judicious. The version under 
Siegfried Wagner is orchestral only, 
and inferior in all respects to those 
above. I cannot see the interest of a 
piano version of this music, but 
Sanromd plays it with almost visible 
fiint and steel. 


Siegfried 


Representative excerpts. Melchior and 
Laubenthal (Siegfrieds), Frida 
Leider (Briinnhilde) , Emil S chipper 
and Rudolf Bockelmann (Wan- 
derers), Albert Reiss (Mime), and 
Maria Olszewska (Erda). Leo Blech 
conducting the Berlin State Opera 
Orchestra, Albert Coates and Robert 
Heger conducting the London Sym’^ 
phony Orchestra, and Karl Alwin 
conducting the Vienna State Opera 
Orchestra. V-Set 83 — $10.50. 
[^*ff$$]. Melchior, Schorr (Wan- 
derer), Tessmer (Mime), Eduard 
Habich (Alberich), with the London 
Symphony Orchestra conducted by 
Heger. V-Set 161— $6.50. [*^fff$$]. 
Taken together, these two albums 
comprise a virtually complete survey 
of the score, but there are wheels 
within wheels within wheels in the 
values of the records. I can endorse 
with least hesitation the second al- 


bum, which includes the Siegfried- 
Mime dialogue in the first act and 
the Wanderer-Mime question bee, 
the Alberich and Wanderer scene, 
the exchange between Siegfried and 
Fafner, and the Alberich-Mirae 
scene of the second act. Schorr’s 
voice is splendid throughout, and 
though the Melchior of 1932 was a 
less resourceful singer (especially 
in this role) than he has since be- 
come, he is distinctly better than he 
is in the other album, which sounds 
to me to be an earlier effort. A fur- 
ther deficiency of the first album, 
which covers the final scene of the 
first act, the W aldweben episode of 
the second act, and an abundant por- 
tion of the third act, is the indif- 
ferent voice of Schipper, the un- 
pleasantness of LaubenthaPs voice 
in the portions he sings, and the 
considerable variety of conductors 
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and orchestras that are used. How- 
ever, Bockelmann is very rich and 
eloquent in the scene with Siegfried 
(V-9811), and Olszewska is an au- 
thoritative Erda. The recording of 
the second set is distinctly better than 
the first. See below for recordings 
of the final duet. 

Nothung! Nothung! Melchior nviih the 
Victor Symphony Orchestra con- 
ducted by Edwin McArthur, r-17725 
— $1. [***ff$$]. Melchior with Phila- 
delphia Orchestra conducted by Or- 
mandy. V- 2 o%s — ^$* 75 - [**ff$$]* Mel- 
chior with Albert Reiss and London 
Symphony Orchestra conducted by 
Beger. F-9805-6— [*ff$$]. Pistor 
with unidentified orchestra. D -25 129 
— $.75. [**f$$]. Frederick Jag el with 
the Philadelphia Orchestra led by 
Stokowski. 1^-14845 — ^$1. [**f$$]. 
The first two of the three Melchior 
disks treat the music as a solo air, 
omitting the voice of Mime, which 
can be heard on the ten-years-older 
recording from the comprehensive 
album. However, the version with 
McArthur is incomparably more 
brilliant both in voice and orchestra 
than any of the others, including the 
one with Ormandy of only a year 
earlier. Pistor’s voice has little 
resonance or ring, but he has better 
recording than the Decca average. 
Jagel’s voice is strained by the music, 
and the ^Mrama” is overdone by 
Stokowski. The disks are also marred 
by the annoying fade-ins and fade- 
outs that Stokowski was espousing 
at the moment. 

Waldweben. Melchior with orchestra 
conducted by Heger. — $1. 

[^ff$$]. Pistor with unidentified or- 
chestra. D-25157 — ^$.75. [♦*ff$$]. 

Von Hoesslin conducting the Bay- 
reuth Festival Orchestra. C7-6757i~ 
$1. [**ff$$], Mengelberg and the 
Philharmonic-Symphony Orchestra. 
r-7192 — $1. [*f$$]. Stokowski and 
the Philadelphia Orchestra. V- 
14845-6— $2. [^*f$$$]. 

Of the two versions with vocalists 


I am almost tempted to recommend 
the one sung by Pistor, for it is 
slightly better recorded. Both include 
the voice of the Forest Bird, but the 
richer sound of Melchior’s singing is 
too important a factor to disregard. 
None of the orchestral versions is 
distinguished, but there is decidedly 
more atmosphere and style in the 
Von Hoesslin performance, though it 
is a dozen years old. The exceptional 
quality of the individual musicians 
in the Bayreuth Orchestra is par- 
ticularly apparent here. 

Prelude to Act III and Fire Music. Von 
Hoesslin and the Bayreuth Festival 
Orchestra. C-67372 — $1. [^^ff$$]. 
Von Hoesslin’s conducting here 
would be more appropriate for a 
Storm Troopers’ March, but the re- 
cording is impressive in weight, 
even a little enhanced by the echoey 
resonance of the hall in which it was 
made (presumably the Festspiel- 
haus). 

Final duet. Melchior and Florence 
Easton with the Covent Garden Or- 
chestra conducted by Heger. V-Set 
167 — $4.50. [*^fff$$]. Leider and 
Laubenthal. V-^%xz-i\. — $2. [*ff$$]. 
Agnes Davis and Jagel with the 
Philadelphia Orchestra conducted 
by Stokowski. Z’'- 14846-7 — $1,50, 
[**f$$]. Bdumer and Reinmer Min- 
ten with fVeissmann and orchestra. 
D-25147-8 — $1.50. [*'^f$$]. 

As A testimonial to the power and 
substance of Easton’s artistry this 
recording is indeed to be treasured, 
especially as she had comparatively 
little opportunity to establish her 
fame in the role here. The odd sound 
of her German pronunciation is, of 
course, characteristic, but her voice 
rings out splendidly, and the dra- 
matic drive of her singing com- 
municates itself to both Melchior and 
Heger. The recording is a trifle edgy 
and unresonant, but it is otherwise 
thoroughly satisfying. It is in every 
way preferable to the abbreviated, 
poorly recorded version of Leider 
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and Laubenthal in the album men- 
tioned earlier. Baumer sings her 
music admirably, but Minten is 
mediocre, the orchestra not good. 


Davis and Jagel are allotted a 
snatch of the duet to sing, which is 
possibly just as well. Not recom- 
mended. 


Gotterdammerung 


Comprehensive excerpts. Florence Aus- 
tral {Erunnhilde) y Widdof and 
Lauhenthal {Siegfried) j Andresen 
and List {Hagen), Desider Zador 
and Arthur Fear {Gunther), 
Maartje Offers {Waltraute), and 
Gota Ljungberg {Gutrune), twith 
London Symphony Orchestra con- 
ducted by Coates and Collingwood, 
and the Berlin State Opera Orches- 
tra led by Leo Blech. V-Set 6o — $17. 
pff$$]. 

A GOOD portion of the material in- 
cluded in this set, and what most 
admirers of the score will care to 
hear most often, is available in 
more recent records, as noted below. 
Any set that depends for its Sieg- 
frieds on Widdop and Laubenthal 
is, to begin with, handicapped, 
though AustraPs superb Briinnhilde 
is almost reason enough for owning 
the records. List and An4resen are 
both excellent singers, and it is an 
undeniable privilege to have as 
much of the oath scene as is in- 
cluded on these records. However, 
there is a good deal of variation 
in the quality of the conducting by 
Coates, Blech, and Collingwood, and 
the recording (dating from 1929) 
has been left far behind by the 
progress in reproduction since then. 
The choral passages in particular 
sound indistinct to ears accustomed 
to present-day fidelity. 

Opening Duet. Melchior and Flagstad, 
fwith McArthur conducting the San 
Francisco Symphony Orchestra. V- 
17729 — $1. [**ff$$]. Margarete 

Baumer and Walther Kirchhoff, 
nvith orchestra led by unidentified 
conductor. D-20055-6 — $1. [*f$$]. 
There is a good deal more realism 
in the recent recording by Melchior 
and Flagstad than in either the 


Baumer-Kirchholf version noted 
after it or in the Widdop-Austral 
effort in the album above. However, 
it is nevertheless much below the 
efficiency to be expected today, prin- 
cipally because of McArthur’s 
mouselike conducting, the deadening 
effect of studio walls, and poor re- 
lationship between vocalists and or- 
chestra. Yet Flagstad’s voice does 
ring out with brilliant clarity, and 
Melchior is in fine form. It is diffi- 
cult to determine whether Mc- 
Arthur’s ad-libbed, audible sigh at 
the conclusion expresses admiration 
or relief. The Baumer-Kirchhoff 
records contain more of the scene, 
but the recording and singing are 
equally poor. 

Down and Rhine-Journey. Toscanini and 
the Philharmonic-Symphony Orches- 
tra. /^-I4007-8— $2. [**fff$$]. Walter 
and a symphony orchestra. C-6S101 
— $1. [**ff$$]. Stokowski and the 
Philadelphia Orchestra. F-7843-4 — 
$2. [**f$$]. Karl Muck and Berlin 
State Opera Orchestra. F-6859 — ^$1. 
pfff$$]. Coates and Symphony Or- 
chestra. ^-9007 — $1. [*ff$$]. Orches- 
tra conducted by Morike. D-25377 — 

$.75. 

Toscanini’s leveling drive, his elec- 
trifying energy are qualities that 
ennoble this music so that all other 
recorded interpretations sound weak 
beside it, except Muck’s, which is 
only a single-sided disk and a dozen 
years old. In addition the former 
covers more of the score than is 
contained in the usual Humperdinck 
concert version, much to the gain of 
the listener. The orchestra plays 
superbly, and the recording retains 
enough fidelity to make the impact of 
the conductor’s treatment felt. 
Walter’s performance is admirable 
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but on decidedly another plane than 
those of Toscanini and Muck, while 
Stokowski’s excesses are all too 
obediently executed by his magnifi- 
cent orchestra. The recording is 
dulled a little but still persuasive. 
There seems no justifiable reason 
for retaining the Coates version in 
the catalogue. 

Hagen's Watch. Ludwig Weher nmtk 
the London Philharmonic Orchestra 
conducted by Beecham, (7-69048 — $1. 

Emanuel List nvith an or- 
chestra conducted by Morike, D- 
25795— $-7S- [*ff$$]. 

The dark, bearded voice of Weber 
is more suitable to the brooding and 
malice of this music than that of 
List, and the recording (made at an 
actual performance at Covent Gar- 
den in 1936) is decidedly superior 
to the one by Andresen in the album 
which heads this section. 

Waltraute Scene. Thorhorff fimth 
Victor Symphony Orchestra con- 
ducted by Riedel. F-17222 — ^$1. 
[**fff$$]. Schumann-Heink. ^-7107 
— $1. [*ff$$]. 

There is a plangent, ringing vi- 
brancy in this recording, which is 
quite exciting by itself, but it con- 
veys a performance by Thorborg of 
stunning breadth, resonance, and 
dramatic power. The orchestra is 
finely directed by Riedel, who knows 
this music intimately. Schuraann- 
Heink’s performance, like her 
“Weiche, Wotan,” has the great 
line, but the excerpt she chooses is 
hollow-sounding, the orchestra 
feeble. 

Hagens Ruf. Weber nmth the London 
Philharmonic Orchestra conducted 
by Beecham. C-Set X83 — $2.50. 
[^*ff$$]. List <mth chorus and or- 
chestra under Morike. D-25368- 
25795— $i-5o- [•ff$$]- 
Weber’s performance of this music 
(which includes, on the odd side, 
the disk noted above) is full of the 
grim humor that Wagner wrote into 
the score, and the orchestra per- 


forms with vibrant emphasis under 
Beecham. List’s treatment is a little 
jovial for the character of the scene, 
and the recording is limited in 
dynamic scope. 

Prelude and Rhine-Daughters' Scene. 

Max mn Schillings conducting an 
unidentified orcheHra and a trio of 
vocalists. — ^$1.50. [*ff$$]. 

Wood and the Queen^s Hall Orches- 
tra. D-25616-7 — $1.50. [^ff$$]. 

Von Schillings omits the part of 
Siegfried from his version, while the 
Wood disks transpose all the vocal 
writing to the orchestra. Since the 
recordings are both flawed, the per- 
formance in the album of excerpts 
retains primary position. 

Mime heiss ein mUrrischer Zwerg. Mel- 
chior vjith the London Symphony 
Orchestra and Chorus directed by 
Heger. ^-7659—$!. [*’^ff$$]. 

On all counts the Melchior per- 
formance is more realistic and ex- 
pressive than the version by Lauben- 
thal included in the album set of 
Gdtterddmmerung excerpts. The re- 
cording of his voice is a trifle over- 
bright and penetrating, but the 
definition of parts is excellent. 
The incidental parts of Gunther and 
Hagen are present in the recording, 

Siegfried's Death. Knote and orchestra, 
D-25267— $.75. [*f$$]. 

There may be some ears to which 
this is acceptable as ‘‘singing,” but 
they are not mine. 

Funeral Music. Walter and symphony 
orchestra. C-68044 — $1. [*^fff$$]. 

Stokovoski and the Philadelphia Or- 
chestra. r-7844-5— -$2. [**'*ff$$]. 

Much and the Berlin State Opera 
Orchestra. ^-6860— [*fff$$]. 
Coates and symphony orchestra, V- 
9049— $x. [*ff$$3. 

Even though the Stokowski version 
follows the admirable practice of 
Toscanini in beginning this excerpt 
with the music of Siegfried’s 
“Briinnhilde! Heilige Braut,” I pre- 
fer the more exalted, compassionate 
treatment of the main portion of the 
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episode by Walter. This is, of 
course, a judgment influenced by the 
age of Muck’s wonderfully elegiac 
interpretation and the lack of a 
Toscanini one. The probability is, 
however, that his fine new version 
with the NBC Orchestra will soon 
be available. The Coates version 
is an extract from the album set 
and not listenable now. 

Immolation. Flagstad and the San 
Francisco Symphony Orchestra led hy 
McArthur. F-15841-2 — $2. [^*ff$$]. 
Stokowski and the Philadelphia Or- 
chestra fujith Agnes Davis, soprano. 
r-7845-6-7 — $3. [**f$$$]. Nanny 

Larsen-Todsen voith orchestra led 
by W eissmann. D-25054 — ^$.75. 
[*f$$]. Von Schillings and an un- 
identified orchestra. D-25107 — $.75. 
[*ff$$]. Stokovoski and the Phila- 
delphia Orchestra. ^-6625 — $1. 
[*fff$$]. 

To THIS taste the single side of the 


1927 orchestral version by Stokowski 
better encompasses the stride and 
implications of this music than any 
other recording (V-6625), though it 
is voiceless and a small portion of 
the whole scene. The recording is 
old but not without flash and in- 
cisiveness. Flagstad’s impassioned, 
superbly muscular vocalization is 
constrained and impeded by the 
tameness of McArthur, her piano ac- 
companist, who leads the orchestra 
as though he feared offending his 
employer — the singer. Moreover the 
acoustical surroundings are deaden- 
ing, the orchestra a journeyman en- 
semble. Unfortunately it must be the 
recommended version, for Davis is 
shrill and unexciting; Larsen-Tod- 
sen manages the notes only with 
difficulty; and the Von Schillings 
effort lacks a Briinnhilde, is limited 
to only part of the ode, and suffers 
from tubby reproduction. 


TANNHAUSER 


Nearly complete edition. Karl Elmen-- 
dorff leading the Bayreuth Festival 
Orchestra and Chorus voith Maria 
Muller (Elisabeth), Ivar Andres en 
(Landgraf), Sigismund PUinsky 
(Tannhduser), Herbert Janssen 
(Wolfram), Ruth lost- Arden 
(Venus), and Erna Berger (Ein 
junger Hirte). C-Set 154 — ^$19. 
[**fff$$]. 

From any point of view this enter- 
prise is the most successful of any 
undertaken at Bayreuth of which 
there is evidence available. It is, in 
the first place, the most recent of 
the recordings (1930) ; it still sounds 
full and resonant, and the singers 
are pretty generally competent, with 
Muller, Berger, and Janssen as bril- 
liantly good ones. More than this, 
however, the records are testimony 
to the effect this work can produce 
when the orchestra is as large as 
this, when the chorus has the weight 
and sonority of these singers, and 
when the preparation of the score 


has been labored over with care 
and taste. It is especially a hum- 
bling contrast for such productions 
as those Americans have seen at 
the Metropolitan or heard broadcast 
from there in the last decades. The 
Paris version is used, and the only 
important omissions are in Act II, the 
Landgraf’s address, and in Act III, 
the Prelude. Act I is given entire. 

Overture and Bacchanale (Paris Version). 
Stokovoski and the Philadelphia Or- 
chestra voith voomen's chorus. V- 
15310-1-2 — ^$3. [^^^fff$$]. Coates 

and a symphony orchestra. V-Set 
G18— $2.50. [*ff$$]. 

Here is a Stokowski performance in 
every respect exceptional, immacu- 
lately performed by the splendid 
orchestra, recorded with luminous 
fidelity, and conducted with a high 
sense of dramatic suitability and 
musical understanding. There are 
some exaggerations in the Baccha- 
nale that his earlier version did not 
possess, but this one is infinitely 
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better reproduced and includes the 
choir of sirens as specified by Wag- 
ner. The Coates version is rather 
plodding, and the recording is not 
appraisable in the same terms as the 
Stokowski. Moreover, the sirens in 
this Venusberg sing in English, 

Overture only. Beecham and the London 
Philharmonic Orchestra. C~Set X123 
— $2.50. Mengelherg and 

the Amsterdam Concertgebouw Or- 
chestra. D-25 108-9 — $1.50. [*ff$$]. 
The same. C-Set X27—$2.50. 
Beecham does not blaze as Stokow- 
ski does, which I find preferable for 
a concert treatment of the overture 
alone. There is also fine mellowness 
in the recording and excellent in- 
strumental detail. Those who esteem 
the changes that Wagner made for 
the Paris production will find more 
consistency of approach and re- 
corded sound in the Stokowski. The 
two Mengelberg versions appear 
identical to me, but both are the 
product of outmoded recording 
processes. Those who care for his 
treatment will find the cheaper 
pressing as listenable, save for 
noisier surfaces. 

Bacchanale only. Reiner and the Pitts- 
burgh Symphony Orchestra. C-Set 
Xi 93-'$2.5 o. [*ff$$]. 

One is inclined to exculpate Reiner 
from some of the faults of this re- 
production because of the muffled, in- 
distinct recording, but it is obvious, 
too, that Reiner is fond of whipping 
up tempos just to prove how fast a 
passage may be played (inaccu- 
rately, too), and distributing accents 
in odd places. I cannot see it as an 
improvement on the performances 
noted above. 

Hymn to Venus. Melchior and the 
Victor Symphony Orchestra con- 
ducted by McArthur. F-17726 — ^$1. 
[**f$$]. 

In his performances Melchior has 
rarely sounded at ease in this 
episode, and the recording is not an 
exception. The music lies too high 


for him, and the sounds he produces 
are thoroughly unpleasant. However, 
the recording is excellent, the or- 
chestra first-rate. 

Herd Boy's Song and Pilgrims' Chorus. 

Else Knepelt soprano, Hans Clemens, 
tenor, and unidentified chorus and 
orchestra. ^-2^38 — $.75. [^*f$$]. 
The choral singing here is finely 
modulated, but both singers are 
mediocre (Clemens did not attain 
such roles as Tannhauser during his 
Metropolitan career, though he was 
a fine David). 

Dich, teure Halle. Maria Miiller <with 
Bayreuth Ensemble. C-9131 — $i. 
[*^fff$$]. Lehmann with unidenti- 
fied orchestra. D-20283 — $.50. 

[*fff$$]. Traubel with orchestra 
directed by 0 *Connell. V-i^26% — $1. 
[***ff$$]. Flagstad with orchestra 
directed by Hans Lange. V-t/^1%1 — 
$1. [*ff$$]. Rethbcrg with Berlin 
State Opera Orchestra, i^-6831 — $1. 
[*f$$$]. Margarete Baumer. D- 

2SI20-~$.75. [*^f$$]. 

MDller’s voice and the reproduction 
of it retain their mingled power 
and expressiveness for me, though 
at least three of the versions above 
are newer. The grandiose sweep of 
the orchestra behind her is still more 
imposing than the newest recording, 
by Traubel, which is loud and vigor- 
ous but not intense. Flagstad’s voice 
is cramped by the blasty studio re- 
cording, and the orchestra under her 
(Lange merely beats time) is far 
too small. Lehmann is given a place 
of honor beside Muller because hers 
is the one performance among these 
which truly embodies the exalta- 
tion of Elisabeth, if one can tolerate 
the shrill recording. The Biumer 
version is conventional, the record- 
ing boomy, whereas Rethberg’s dates 
to 1928. 

Entrance of the Guests. Elmendorff and 
the Bayreuth Ensemble. C-69000 — 
$1. [**fff$$]. Berlin State Opera 
Chorus and Orchestra under Blech. 
V-^i6i — ^$1. [*^ff$$]. Fiedler and 


WAGNER 


455 


the Boston *‘Pops” Orchestra, V~ 
12448 — $1. Beecham and 

the London Philharmonic Orchestra, 
C-69327 — $1. Stock and 

the Chicago Symphony Orchestra, 
^^-7386— $1. Pf$$]. 

For magnitude and impressiveness 
no other recording is likely to chal- 
lenge this excerpt under Elraendorff 
from the Bayreuth set until another 
production on that scale is organ- 
ized. The orchestra plays with ex- 
ceptional rhythm, and the choral 
singing is fairly overwhelming. The 
chorus under Blech sings well, but 
the recording is brassy. Of the ver- 
sions for orchestra alone (of the 
march itself), there is little ad- 
vantage for either Fiedler or 
Beecham. Both are played with fine 
power, and both are included on the 
final side of Wagner overtures: the 
first on the Boston “Pops*’ Rienzi, 
the second on the Dutchman, As for 
the Stock, his guests would have to 
run, not walk, to the nearest chair 
to keep time with the music. 

Blick' ich umher. Gerhard Hiisch ^mth 
orchestra conducted by W eissmann. 
£>-25443 — $-75- [**fff$$]. Schorr 

fwith Ne^w Symphony Orchestra un- 
der Coates, F-7426 — $1. [**ff$$]. 
Either of these would satisfy me 
wholly were there no competitive 
version, but I find Hiisch’s lyric 
suavity quite irresistible. The or- 
chestra behind him is not so large 
as the one with Schorr, but the bal- 
ance is excellent, the quality of 
sound fine. It is a buy at the price. I 
find a little more active artistry in 
both performances than in Janssen’s 
on C- 67907 ($1), though the orches- 
tra (Bayreuth) with him is splendid. 

Zuriick von ihm! Muller <with the 
Bayreuth Ensemble. C-9131 — ^$1. 
[**ff$$]. Bdumer wth unidentified 
orchestra. £>-25120 — $.75. [*ff$$]. 
Though Muller has hard going in 
the latter stages of this scene, there 
is little challenge in the unsteady 
voice of Baumer. When she controls 


it properly it is capable of truly 
beautiful effects. The recording is 
endurable but echoey. 

Ich fleh' fur ihn. Emmy Bettendorf 
vnth choral ensemble and orchestra, 
£>-25324— $.75. [**ff$$]. 

I WOULD not suggest the substitution 
of this disk for the one in the Bay- 
reuth edition, but it is, on its own, 
a highly interesting record. Though 
no conductor is credited, the mood 
of the scene is lofty indeed, and 
Bettendorf’s voice has lovely texture. 
Also, for once, the recording of her 
voice is better than fair. Both chorus 
and orchestra are what they should 
be. 

Prelude, Act III. Stokowski and the 
Philadelphia Orchestra, i^-15313-4 — 
$1.50. [***ff$$]. Felix W eingartner 
and the Paris Conservatory Orches- 
tra. C-69793 — $1. [**ff$$]. Weiss- 
mann and an unidentified orchestra, 
£>-25095— $.75. ,[*£$$]. 

This omission from the Bayreuth set 
can be supplied by either the Sto- 
kowski or Weingartner disks, though 
the former is noted as “an arrange- 
ment” by the conductor himself. 
Since the music included in the 
printed opera score is a third less 
than the amount composed by Wag- 
ner, the probability is that Stokowski 
has gone back to the original and 
made the juncture himself. In any 
case he has finer men at his disposal 
than Weingartner, and the record- 
ing of them has exceptional fullness. 

Wohl wiisst' ich. Hiisch with unidenti- 
fied orchestra conducted by Weiss- 
mann. £>-25106 — $.75. [*^fff$$]. 

The incidental vocal parts of the 
chorus are omitted from this ver- 
sion, but Hiisch’s singing of the solo 
itself can be commended with en- 
thusiasm. 

Pilgrims' Chorus. Bayreuth Ensemble, 
C-67910 — $1. [**fff$$]. Paul Kerby 
conducting the Vienna State Opera 
Chorus, C-7271 — $1. [**ff$$]. Blech 
and the Berlin State Opera Chorus, 
r-9i6i--$i. [*f$$]. 
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Neither o£ the separate versions 
can match the breadth and dynamic 
range of the record noted above 
from the Bayreuth set, though it is 
necessary to have the following rec- 
ord also to keep the thread intact. 
For the mere ^Tilgrims^ Chorus’’ 
itself the Kerby version is prefer- 
able, for the Blech dissolves into an 
ending that is not authentic in sound. 

Elisabeths Gebet. Muller and the Bay- 
reuth Ensemble. C- 67911 -12 — $^. 
[**ff$$]. Lehmann ninth orchestra, 
D-20283 — $.50. [*fff$$]. Flagstad 

with orchestra directed by Lange* 
^-8920 — $1. [*ff$$]. Jeritza. r-6694 
— $1. [*f$$]. 

Though the sequence of sides in 
the Bayreuth set makes it necessary 
to buy both the numbers cited above 
to obtain the full prayer as sung by 
Muller, it is about the only choice 
the purchaser has. Flagstad’s voice 
is badly served by the reproduction 
here, and the orchestra is parsi- 
monious. The most devotional feel- 
ing is to be found in Lehmann’s 
abbreviated performance, but the 
orchestra is shockingly feeble, the 
balance very bad. Jeritza sings with 
pinched tones and an abundant lack 
of true understanding, 

0 du mein holder Abendstern. Hiisch 
with orchestra directed by IFeiss- 
mann, D-25106 — ^$.75. [*fff$$]. Tib- 
hett. F-8452 — $1. [**ff$$]. Janssen 
and the Bayreuth Ensemble. C-6j^i2 
— ^$1. [^**ff$$]. John Charles 

Thomas. V-760S — $1. [*f $$]. Jkf 
Journet. F-127^ — $.75. Nel- 

son Eddy with orchestra. Cr-71189 — 
$1. [**f$$]. Kipnis* C-728C)— $1. 

p^ff$$]. 


The tenorish quality of Hiisch’s 
upper register, the nobility of his 
art as a whole are elements of a 
performance even more creditable 
than the good one by Janssen in 
the Bayreuth album. To be sure, it 
cannot compare either as ensemble 
performance or recording, but it is 
vocally splendid. This may also be 
said of Tibbett, whose remarkably 
luscious voice is better reproduced 
than Hiisch’s. However, his style is 
hardly so authentic. Thomas makes 
a Sunday-evening concert piece out 
of his version, which is also poorly 
recorded. I admire the passion and 
nobility of Journet, though they are 
expressed in Italian, by means of a 
throbby voice and antiquated repro- 
duction. Eddy’s version in English 
is — Eddy’s version in English. It is 
also a remarkably bad recording. I 
have left the Kipnis to the last, for 
it is a special case of exceptional 
understanding and stylistic sense 
combating music wholly unsuited to 
the timbre and character of his 
voice. 

Rom' Erzahlung. Melchior and the Lon- 
don Symphony Orchestra directed 
by Coates. ^-9707-— $1. [**fff$$]. 
Melchior and the Victor Symphony 
Orchestra directed by McArthur. 
F- 1 7727 — $1. [*'^**ff$$]. 

Though the Melchior of today (as 
represented on the second disk) is 
a more eloquent singer than the 
Melchior of a decade ago, I prefer 
the second disk, for the greater 
lyricism in the sound, the freer pro- 
duction of the upper tones. But Mc- 
Arthur’s orchestra is particularly 
well-reproduced. 


TRISTAN UND ISOLDE 


Comprehensive excerpts. Karl Elmen- 
dorff conducting the Bayreuth Fes- 
tival Orchestra, with Nanny Larsen- 
Todsen (Isolde), Gunnar Graarud 
(Tristan), Anny Helm (Brangfane), 
Rudolf Bochelmann (Kurwenal), 
Hans Beer (Shepherd), and Ivar 


Andrisen. C-Set 101 — ^$20. [**f$$]. 
Aside from the magnificent ICur- 
wenal of Bockelmann and the re- 
markably beautiful playing of the 
orchestra, this performance offers 
little that is truly distinguished. The 
recording of such episodes as the 
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preludes to Acts I and III remains 
remarkably good, though Coolidge 
was President when these records 
were new, in 1928. In all the sec- 
tions with voice, however, the sing- 
ers are much too close to the micro- 
phone. Another unfortunate fact is 
the skimpy representation of the 
third act, though the first and sec- 
ond acts are substantially complete. 
However, there could be nothing 
other than harsh words for Tristan’s 
raving when voiced by Graarud, 
who is a quavery, lifeless, un- 
musical singer. Larsen-Todsen and 
Helm are both indifferent vocalists, 
and Andresen is a prosaic Marke. 

Prelude. Furtvmngler and the Berlin 
Philharmonic Orchestra, V-Set 653 
— $2.50. [***fff$$]. Sto bonus ki and 
the Philadelphia Orchestra, V- 

I5202-3~$2. [**f$$]. 

Despite the limited range of choice 
there is such exceptional advantage 
in the Furtwangler performance and 
recording that one can scarcely con- 
ceive of a superior for it at the pres- 
ent time, short of a Toscanini re- 
cording. He plays the music with 
exceptional dignity and yet with 
blossoming passion that finds its re- 
sponse in the skill of the fine orches- 
tra. The Stokowski is erratic in 
tempo and overstressed, the sound 
of his orchestra tight and unreso- 
nant 

Vor einem Kahn. Bdumer. D- 2 SSS ^ — 

$.75. m'$]. 

There is a good deal of lovely 
sound in Baumer’s singing of this 
narrative and much subtlety in her 
phrasing of the music. However, 
the surfaces are poor, and the low 
orchestral strings are hardly audible. 

Prelude, Act 11: Entrance of Tristan. Max 
von Schillings and unidentified or- 
chestra. D-25191 — ^$.75. [*^f$$]. 
Voices are omitted from this treat- 
ment by Von Schillings, who was a 
conductor of individuality and force- 
fulness. There is abundant resonat- 
ing space in the hall where the re- 


cording was made, but the orchestral 
sound thins out at top and bottom. 

Isolde! Tristan! Melchior and Leider 
nuith the London Symphony Orches- 
tra conducted by Coates, ir-7273-4 — 
$2. [**fff$$]. Melchior and Flagstad 
nuith McArthur conducting the San 
Francisco Orchestra. V-Set 671 — 
$2.50. [**ff$$]. Stokonuski and the 
All-American Youth Orchestra, 
C-Set 427 — $3.50. [^f$$]. Siokonuski 
and the Philadelphia Orchestra. V- 
15203-4-5 — ^$3. [^f$$]. Von Schil- 

lings and an unidentified orchestra, 
D-25149— $.75. [*f$$]. 

None of these covers exactly the same 
portion of the love-duet, but the most 
desirable of the two vocal versions, 
that by Melchior and Leider, begins 
with the words cited above, after 
Coates’s precipitous, distorted treat- 
ment of the entrance music. How- 
ever, the singing of Melchior on 
these disks is magnificent, and Leider 
is a far more tender, impassioned 
Isolde than the Flagstad of the 
other set. Considering the sad un- 
balance of the newer recording and 
the spineless conducting of Mc- 
Arthur, there is better value, more 
authenticity in the older disks. A 
curiosity of them is that the first 
disk credits the London Symphony, 
the second the Berlin State Opera 
Orchestra for the playing under 
Coates. Presumably the first is right. 
I can see no virtue in the orchestral 
orgies, especially in the Stokowski- 
Philadelphia, which runs separated 
passages together. It is still a 
better job of recording than the 
toneless, flat-sounding reproduction 
of the Youth Orchestra, in which the 
strings are Kostelanetized unmerci- 
fully. The arrangement by Von 
Schillings is more tasteful, but the 
recording is poor. 

Einsam wachend. Thorborg nuith Victor 
Symphony Orchestra conducted by 
Riedel. ^”-17223 — $1. [***fff$$]. 
Thorborg’s voice floats the music 
with superbly sustained tone, man- 
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aging the long phrases brilliantly. 
The orchestra with her is splendid, 
RiedePs conducting highly efficient. 
As in other excerpts from this vol- 
ume (V-Set 707), the recording is 
first-rate. 

latest du's wirklich? Andres en nvith un- 
identified orchestra, ^-25442 — $.75. 

The richness of Andresen’s vocal 
material is not utilized by him with 
anything like the imagination and 
subtlety this episode demands. Un- 
fortunately, too, the orchestral part 
is treated as an accompaniment. 

Act III, Nearly Complete. Gota Ljungr- 
herg {Isolde) ^ JV alter Widdop 
( T ristan ) , Genia Guszalewicz 
(Brangdne), Kennedy McKenna 
(Shepherd) j Howard Fry and 
Eduard Habich (Kurfwenal)i and 
Ivar Andres en (Marke)j nmth Al- 
bert Coates conducting the London 
Symphony Orchestra and Leo Blech 
directing the Berlin State Opera 
Orchestra. V-Set 41 — $5.50. [*ff$$]. 
There is not much to be said for 
the recording of this act, which is 
complete save for the omission of 
the Shepherd’s piping and some 
thirty pages later in the act. Widdop 
is an energetic, intelligent artist, but 
his voice is insufficient in quality 
and volume to cope with the needs 
of this act. Ljungberg’s voice dis- 
tresses me by its lack of focus and 
control, while the Kurwenals are 
workaday. The recording is hardly 
older than the Bayreuth album, but 
the astonishing merit of the later 
accomplishment can best be meas- 
ured by the span between them now. 

Prelude, Act III. W eingartner and the 
Orchestra of the Paris Conservatory. 
C-69805— $1. [***fff$$]. 

The catalogue of Wagner record- 
ings by Weingartner is not long, but 
it must be recognized that he has 
selected what is suitable for his feel- 
ing with unerring judgment. In the 
present instance his conducting is 
compassionate, expressive, and il- 


luminating all at once, aided by re- 
cording of excellent breadth and 
vividness. The solo Cor Anglais 
player is first-rate. 

Uebestod. Leider with orchestra con- 
ducted by Barbirolli. — $1. 

[*fff$$]. Flagstad with orchestra 
conducted by Hans Lange. F-8859 — 
$1. [*fff$$]. Flagstad with San 
Francisco Orchestra conducted by 
McArthur. 15 840 — $1. [^ff$$]. 

Seinemeyer. D-25442 — $.75. [^ff$$]. 
Lehmann. D-25807 — $.75. Jeritza. 
F-26567--$.so. [*f$$$]. 

To SAY that Leider has the vocal 
resources at her command of a Flag- 
stad would be absurd, but the force 
and compulsion of her singing here 
are closer to the essence of Wagner 
than either of the two Flagstad per- 
formances. The first of them, though 
acknowledged to be unsatisfactory 
by the appearance of a replacement 
from the same company, is actually 
less distorted and out of balance 
than the new one, in which the sing- 
er’s voice is virtually in the ear of 
the listener. Moreover the exces- 
sively slow tempo seems an affecta- 
tion to me, more pronounced on the 
newer disk also. Seinemeyer, Leh- 
mann, and Jeritza are all unsuited, 
by vocal limitations, for the role of 
Isolde, and all the recordings are 
mechanically poor. However, the one 
of Jeritza is so bad it is a sheer 
delight. 

Liebestod (orchestral versions). Furt- 
wdngler and the Berlin Philhar- 
monic Orchestra. V-Set 653 — $2.50. 
[**^fff$$]. Stokowski and the Phila- 
delphia Orchestra. ^'-15205-6 — $1.50. 
[*f$$]. Hertz and the San Francisco 
Orchestra. V-xi 6 ^ — $.75. [*f$$]. 
Furtwangler’s marvelously studied, 
beautifully controlled performance 
is a proper complement to his direc- 
tion of the Prelude, which shares an 
album with this. Its sobriety and in- 
tensity are a particular mockery of 
Stokowski’s journalistic eroticism, 
which reaches a height of tasteless- 
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ness in the crashing finale (bor- 
rowed from the second act) he sub- 
stitutes for Wagner’s assuaging one. 


The Hertz version should have 
been dropped from the catalogue 
long ago. 


ORCHESTRAL WORKS 


Faust Ouvcrtiire, einc. Beecham and the 
London Philharmonic Orchestra* 
C-Set X63— $2.50. [^^fff$$]. Coates 
and the London Symphony Orches- 
tra, F-9734— ■$!. ['^ff$$]. 

All the values in the Beecham 
effort — musicianship, dramatic point 
of view, quality of orchestral per- 
formance, and, above all, recorded 
fidelity — are on a plane remote from 
those of the old, plodding Coates 
performance. There is rousing solid- 
ity in the sound of the orchestra, 
a remarkable range of sonority 
through the span of the ensemble. 

Siegfried Idyll. Bruno Walter and the 
Vienna Philharmonic Orchestra, V- 
36319-20 — $1.50. [^**fff$$]. Wein- 
gartner and the London Philhar- 
monic Orchestra, C-Set X139 — $2.50. 
[**ff$$]. Toscanini and the Phil- 
harmonic-Symphony Orchestra, V- 
14009- lo — $2. [**ff$$]. Muck and 
the Berlin State Opera Orchestra, V- 
7381-2 — $2. [*fff$$]. Selmar Mey- 
rovsitz and the Orchestre Philhar- 
monique of Paris, C-Set X73 — $2.50. 
[*^ff$$]. Bruno Walter and un- 
identified orchestra, C-Set X26 — 
$2.50. [*ff$$]. 

Here is the most unsuspectable bar- 
gain in the whole range of this 
volume — a superb performance by 
Bruno Walter and the Vienna Phil- 
harmonic Orchestra, which is ac- 


tually the latest recording in this 
group and also the cheapest! How 
this pair of records happened to find 
its way into the Black Label cata- 
logue is an interesting tale that may 
some day find its way into my 
memoirs. There is a round, full 
clarity in the sound of Walter’s or- 
chestra, which he manipulates with 
splendid warmth of feeling and rich 
comprehension. Weingartner’s treat- 
ment is also a sensitive accomplish- 
ment, but it tends to move a little 
slowly. The contrary is true of the 
Toscanini, which is electrical and 
vibrant, like all his Wagner, but 
too much so here. Moreover, the 
spaces of Carnegie Hall make his 
recording anything but an intimate 
experience. To my taste the most 
perfectly proportioned estimate of 
this 'score is Muck’s, for it is loving 
and truehearted, a model of pas- 
sionate devotion. But the recording is 
only able to suggest the experience it 
must have been to hear this concep- 
tion in the conductor’s prime. I can 
find no qualities other than routine 
ones in the performance of Meyro- 
witz, certainly none to carry weight 
against interpretations of the quality 
discussed above. The first mentioned 
cheaper Walter set is far superior 
to the one which still lingers in the 
Columbia catalogue. 


SONGS 


Schmerzen and Triiume. Leider with 
orchestra conducted hy Barbirolli. 
V-yqoZ — ^$1. Pff$$]. Lehmann with 
orchestra, D-202 %^ — $.50. [*ff$$]. 
Both of these fine artists are quali- 
fied to do sufficing justice to these 
songs, but each is hampered by in- 
ferior recording. Leider has an or- 


chestra of appropriate size, but 
Barbirolli’s beat here is mathe- 
matical and unstimulating. Lehmann 
sings with a voice of melting ap- 
peal and loveliness, but the orches- 
tra with her can best be described 
as threadbare. 



460 


A GUIDE TO RECORDED MUSIC 


WALDTEUFEL, EMIL 


There are more Waldteufel <ijoalfzes 
available in this country than are 
listed below, but the selection embraces 
the more ambitious recordings, which 
have elements subject to critical judff^ 
ment. 

Danube Waves. Fiedler and the Boston 
^^Pops"* Orchestra, V-i2S%o — $i. 
[**f £$$■]. 

Actually this opus is by Ivanovici, 
though it is usually credited to 
Waldteufel, who merely orches- 
trated it. There is not much that 
Fiedler can do about increasing the 
interest of its lugubrious patterns. 
The tone of the orchestra is uncom- 
monly penetrating in this record- 
ing. 

Espaha Waltz. W eissmann and an un- 
identified orchestra, D-Z5126 — $.75. 
[^^‘‘fff$$], Fiedler and the Boston 
*^Pops*^ Orchestra, J^-4461 — ^$.75. 
[^*ff$$]. 

Tc\ JUDGE from this performance 
and the one below, Weissmann may 
be accepted as that rarest of birds, 
a Waldteufel specialist. His orches- 
tra is not in the class of the Boston 
“Pops,” but it plays with fine zest 
and more dynamics than Weissmann 
usually obtains. Fiedler merely plays 


the score with conventional empha- 
sis, and the recorded sound is harsh. 

Estudiantina. W eissmann and an un- 
identified orchestra. D-25126 — $.75. 
[**ff$$]. Rosario Bourdon and the 
International Concert Orchestra. V- 
35798 '-$- 75 . 

The effort of Bourdon and his high- 
sounding (literary), ill-sounding 
(musical) ensemble is badly repro- 
duced and no more than a routine 
playing of the notes. The Weissmann 
is no model of high fidelity, but it is 
played with fine spirit and accentua- 
tion. 

Skaters' Waltz. Fiedler and the Boston 
**Pops*' Orchestra. P-4396 — $.75. 

[**fff$$]. Bourdon and the Interna- 
tional Concert Orchestra. P-35798 — 
$,75. [^ff$$]. Kerby and the Vienna 
Symphony Orchestra. C-260 — ^$.75. 

The fine Straussian introduction to 
this waltz appears only on the 
Fiedler disk, which uses both sides 
of the ten-inch surface for a spirited, 
zestful performance of real “Pops” 
quality. The recording is sonorous 
and properly balanced. There are 
no merits, comparable or otherwise, 
in the other versions listed above. 


WALTON, WILLIAM 

CONCERTO 


For Viola and Orchestra. Frederick 
Riddle, viola, with the London Sym- 
phony Orchestra conducted by the 
composer. D-Set 8 — ^$3.50. [*^ff$$]. 
Unfortunately the domestic sur- 
faces of this album are a sad 
travesty of those that were heard 
when the work circulated in its 
original imported form. However, 
if you can endure the persistent hiss 


of the surfaces, the art of Riddle can 
be esteemed at its proper worth un- 
der the urging of the composer, who 
conducts. Riddle’s tone is more 
violinistic than “viola-istic,” but he 
plays with conviction and thorough 
technical discipline. The bass is 
somewhat overprominent in this re- 
cording. 
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ORCHESTRAL WORKS 


Facade. Edith Sitwell and Constant 
Lambert, narrators, with Cham- 
ber Orchestra. — $1.50. 

In contrast to the disks noted be- 
low, these, include the passionately 
unimportant text for which Walton 
wrote his skillful, humorful music. 
It is delivered, alternately, by Edith 
Sitwell and Lambert, precisely co- 
ordinated with Walton’s musical 
setting. On the whole it is a more 
atmospheric, interesting experience 
than the excerpts utilized by Walton 
for the purely orchestral suites. The 
orchestral playing is animated, the 
recording good. 

Facade Suites. London Philharmonic 
Orchestra conducted by the composer. 
F-12034-5-1253Z— $3. [**fff$$]. Or- 
chesire Raymonde under Goehr. C- 

69834— $1- [^'^ff$$]. 

The first pair of records contains 
the *‘Valse,” “Paso-Doble,” “Tango,” 
“Fanfare,” “Polka,” “Yodeling 
Song,” “Scotch Rhapsody,” “Taran- 


tella,” “Popular Song,” and “Coun- 
try Dance”; the next disk finishes 
the excerpts (noted as “Suite No. 2”) 
with “Noche Espagnole” and “Old 
Sir Faulk.” Walton’s conducting in 
both instances is admirably incisive 
and poised, more than a little above 
that which may be feared from a 
composer-conductor. The recording 
is not only brilliant; it is also listen- 
able. On the Goehr disk a medley 
has been made of four dances, but 
I do not find the recording or per- 
formance more desirable than those 
in the authentic records of the com- 
poser. 

Siesta. London Philharmonic Orchestra 
conducted by the composer. F-izs^z 
— $1. 

Walton’s calm, untroubled conduct- 
ing suggests how aptly the brief epi- 
sode has been named. The record is 
distinguished by the particularly 
vivid reproduction of the solo wood 
winds, who play extremely well. 


MARCH 


Crown Imperial. Boult conducting the 
BBC Orchestra. 1^-1203 i—$i. 

[**ff$$]. 

The fine flourish of the early section 
is broadly realized by Boult, but it 
would appear that he did not find 


the remainder of the march (written 
for the coronation of George and 
Elizabeth) any more stimulating 
than it sounds to the listener. The 
recording is sharp-edged and over- 
amplified. 


OVERTURE 


Portsmouth Point. New English Sym- 
phony Orchestra conducted by An- 
thony Bernard. D-20180 — ^$.50. 
[*ff$$]. 

I LIKE the emphatic vigor of 
Bernard’s conducting as well as the 


bustle of activity he imparts to the 
music, but I cannot endorse the 
flat, unresonant recording. However, 
at the modest price it is a reason- 
able investment. 


SYMPHONY 


No. 1. Sir Hamilton Harty directing the 
London Symphony Orchestra. D- 
25600-5— $4.50. [**fff$$]. 

Harty’s estimate of this work, the 
strong-striding vigor of his conduct- 
ing and the human compassion he 
pours into the score have their re- 
turns in the effect it exercises on the 
listener. One would hardly need 


more than this work to realize the 
era in which Walton lived, but I find 
the Sibelian derivations more sug- 
gestive of his future than condemna- 
tory of his present. Unfortunately 
the power and realism of the record- 
ing are minimized by the noisy sur- 
faces. 
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WARLOCK, PETER 


Corpus Christi. BBC Chorus directed by 
Leslie Woodgate, D-25630 — $.75. 

[*ff$$ 3 . 

Cornish Christmas Carol, a. BBC Chorus 
directed by Leslie W oodgate, D~ 
25630 — ^$.75. ['>'*££$$]. 

For whatever causes, the second of 
these carols is a far finer perform- 
ance and reproduction than the first, 
though they share the same disk and 
are a product of the same ensemble. 
The second, in fact, is a richly satis- 
fying accomplishment that one could 
not want bettered. 

Fox, the; Sleep. Parry Jones, tenor, with 
piano. C-318 — $.75- [^f$$$]. 

For the quality of Jones’s singing of 
these two songs the price seems more 
than a little excessive. His is a wob- 
bly tenor without timbre or expres- 
siveness, 

Capriol Suite. Constant Lambert direct- 
ing his string orchestra. ^-13497 — 
$1. [**ff$$]. Joseph Szigeti, violin, 
and piano. C-17074 — ^$.75. [^*ff$$]. 
Lambert offers, in the original set- 


ting for strings, the following: 
*‘Basse-Danse,” ‘Tavane,” “Tor- 
dion,” *‘Bransles,” *TiMs-en-l’air,” 
and “Mattachins.” Szigeti’s own ar- 
rangement for solo violin includes 
the first, second, and last of these. 
The full body of strings is more ex- 
plicitly suited to the composer’s 
needs than the single instrument of 
Szigeti, though he plays with fine 
enthusiasm and understanding. The 
sound of Lambert’s ensemble is more 
than a little rough, a consequence of 
his muscular approach to the score. 

Serenade (For Sixtieth Birthday of Delius). 
Constant Lambert and His String 
Orchestra. F-13554 — $1. [**fff$$]. 

I WOULD not know, from this music, 
whether Delius was fifty or sixty 
years old when he was thus honored, 
but it is a touching and appropriate 
tribute. Lambert conducts its modal 
patterns with enthusiasm and an 
obvious affection for all those in- 
volved — ^Warlock, “Heseltine,” and 
Delius. 


WEBER, CARL MARIA VON 


CONCERTOS 


Concertino for Clarinet and Orchestra. 

Reginald Kell, clarinet, and an or- 
chestra conducted by Walter Goehr. 
C-69869— $1. [**fff$$]. 

The qualities that have made Kell 
esteemed as the foremost exponent 
of his instrument now recording are 
beautifully employed in this work, 
especially his luscious tone and con- 
stantly careful supervision of it. 
Style and warmth are inseparably 
blended in his performance, which 
is supported by fine orchestral play- 
ing under Goehr’s direction. The re- 
cording is excellent. 


Konzertstuck in F minor. Robert Casade- 
sus, piano, with orchestra conducted 
by Eugene Bigot. C-Set Xs9— 42&.S0. 

For such music as this, Casadesus 
combines in almost ideal proportions 
the traits of facility and refinement 
demanded by the score. I would pre- 
fer a slightly more personalized 
treatment of the introductory slow 
section, but Casadesus plays the dis- 
play passages with marvelous dash 
and certainty. Bigot’s orchestra is the 
proper size for the score, and the re- 
cording of it is very good. 
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OPERAS 

ABU HASSAN 


Overture. Max von Schillings and an 
unidentified orchestra. jD-25099 — 
$.75. [♦£££$$]. Harty and the Halle 
Orchestra. C-68507 — $1. [*^ff$$]. 
That Von Schillings^ performance 
earns a preference here is due en- 
tirely to the rush and forcefulness of 
his feeling for the music, which 


asserts itself despite an indifferent 
job of recording. There is delightful 
spirit in the Harty performance, 
which is also better recorded, but 
those who cherish a truly virtuoso 
interpretation will want to investi- 
gate the performance by Von Schil- 
lings. 


EURYANTHE 


Overture. Adrian Boult and the BBC 
Orchestra. T-12037 — $1. [**ff$$]. 
Fon Schillings and an unidentified 
orchestra. jD-25098-9 — $1.50. [^ff$$]. 
Stock and the Chicago Symphony Or- 
chestra. C-11179 — $1. [^f$$]. Men- 
gelherg and the Concertgebouvj Or- 
chestra of Amsterdam. C-68069 — $i. 

None of these is a recording I should 
care to turn to for a definitive exposi- 
tion of the music, for Boult’s gener- 
ally well-recorded performance is 
inexplicably hurried at some points 
and curiously retarded in others. I 
have more admiration for the 


breadth and solidity of Von Schil- 
lings’ treatment but not for the re- 
production of it. Of all these the 
newest version is the Stock, which 
is sadly botched, as recording, and 
a thoroughly uninteresting interpre- 
tation. As for the Mengelberg, it is 
an almost cruel evidence of the de- 
terioration of that conductor at the 
end of his New York career, when 
no effect was too extreme, no diver- 
gence from custom too unjustified, so 
long as it passed for individuality. 
The recording is badly blurred and 
indistinct. 


DER FREISCHUTZ 


Overture. Beecham and the London 
Philharmonic Orchestra. (7-68986 — 
$1. [**fff$$]. Fiedler and the Boston 
**Pops^* Orchestra. F-12040-— $1. 
[^*£f$$]. Hertz and the San Fran- 
cisco Orchestra. T-6705 — ^$1, [*ff$$]. 
Gustav Brecher and an unidentified 
orchestra. X)-25348-9 — $1,50. [^*f$$]. 
Weissmann and an unidentified or- 
chestra, jD-25151 — $.75. 

The superb romantic feeling of 
Beecham, his care for the detail of 
the score are elements beyond any to 
be found in the alternative perform- 
ances. This does not take into ac- 
count the sheer skill of the orchestra 
or its full-bodied reproduction, both 
of which are superior to either the 
Fiedler or Hertz performances. 
Fiedler has the advantage of better 
musicians and brighter recording 
than Hertz. In addition the strings of 


the Hertz orchestra are much in- 
ferior to the Bostonians’. Brecher’s 
erratic conducting (strange things 
happen after the well-phrased intro- 
ductory section) is better recorded 
than the Weissmann, which is faint 
praise indeed. 

Leise, leise. Lehmann vntk orchestra. 
D-29007 — $1. [*fff$$$]. Maria Je- 
ritza voith orchestra. ^-65 88 — ^$i. 
[*£$$$]. 

Though this is one of the finest Leh- 
mann performances on records, I can 
see no justification for the extra price 
that is asked for it. Certainly the re- 
cording is only a suggestion of the 
eloquence and individuality that the 
singer mustered for the performance. 
Despite the strained vocal production 
in the latter portions of the scene 
and the poor recording, this remains 
a criterion for the music. Jeritza’s 
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voice sounds quite well at points, tra (string sextet and brass quartet) 

though the conception of the music is reproduced no better than it de- 
ls remarkably immature. The orches- serves to be, 

OBERON 

Overture. Beecham and the London to the Beecham total. Both Mengel- 

Philharmonic Orchestra. C-69410 berg performances sound identical to 

— $1. Fiedler and the Bos- me. I cannot believe the Columbia 

ion *'Pofs” Orchestra, i^-12043— $1. surfaces are worth a dollar more. 

[**ff$$]. Mengelberg and the Con- Ozean, du Ungeheuer! Flagstad nx^ith the 
certgehouna Orchestra of Amster- Philadelphia Orchestra directed by 

dam. D-25522-3— $1.50. pf$$]. The Ormandy. F-15244— $1. [^*^fff$$]. 

same. C-Sei X34— $2.50. [*f$$$]. Lehmann nvith orchestra directed by 

Out of his study of this score Fritz Z^eig. D-29oi4--$i. ['^'^ff$$$]. 

Beecham has evolved a conception Bettendorf with orchestra, D-25090 — 

of such fantasy and attractiveness $.75. [*f$$]. 

as to futilize comparisons. Moreover Flagstad’s superlative vocal strength, 

it is executed with unrelenting vir- the support of the Philadelphia Or- 

tuosity by the orchestra and is bril- chestra, and the amplitude of the 

liantly recorded. There are merits of recording add to an irresistible 

many sorts in the Fiedler interpre- value. Lehmann’s impassioned sing- 

tation, but the lovely string tone of ing is indifferently reproduced (and 

the orchestra, the excellence of the overpriced), while Bettendorf’s voice 

individual wind soloists do not add has no validity in this music. 

ORCHESTRAL WORKS 

Jubilee Overture, opus 59. Weissmann Preciosa Overture. Weissmann and an 
and an unidentified orchestra, D- unidentified orchestra. D-25143 — 
25083 — $,75. [*ff$$]. $.75* [*ff$$]. 

I SHOULD scarcely call these strings See entry above, 
silky, but they are directed with firm- 
ness and good understanding. 

PIANO WORKS 

Invitation to the Dance. Ignaz Fried- of Weber’s spirit are numerous and 

man, piano, ^-68920 — ^$1. flagrant. Even worse is the ornate, 

Benno Moiseivitch, piano. F-18050 — absurdly distorted version (by Tau- 

$1. P*f$$]. Miliza Korjus, soprano, sig) that is the object of some glit- 

and orchestra. 12829 — ^$1. [**f$$]. tering piano-playing by Moiseivitch. 

Toscanini and the BBC Orchestra. I do not condemn his skill, but the 

r-15192 — $1. [**ff$$]. Stoko<tjoski taste that permits him to espouse this 

and the Philadelphia Orchestra. V- version is thoroughly questionable. 

15189 — $1. [**f$$]. Stokonoski and None of the orchestral versions ap- 

the All-American Youth Ochestra, peals to me, for the Toscanini is 

C-11481 — ^$1. [**'^f$$]. brusque and unrh3rthmic, both Sto- 

Among all of these only the Fried- kowskis overstressed and distorted, 

man version is faithful to the inten- the Weissmann a noisy apology for 

tions of the composer, and the fealty a reproduction. In addition Stokow- 

is nominal rather than factual. I do ski’s re-orchestration of Berlioz’ or- 

not care for his fussy, exhibitionistic chestration (credited in the second 

^^expressiveness,” and the violations instance) is specious and unstylistic* 
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SONATAS 


No. 2 in A flat. Alfred Cortot V-Set 
703— $3.50. 

Those who would know what true 
Weber style is should consult this 
recording, with its superb tonal 
variety, its flexible pattern of ac- 
cents, its wholly natural ebb and 
flow of pace. There is fine tonal fi- 
delity in the recording, a beautiful 
restatement of the effects projected 
by Cortot. 


No. 3 in D minor. Joseph Szigeti, violin, 
67-68922—$!. [**ff$$]. 

The transcriptions of the ^^Chant 
Russe” and “Rondo” are Szigeti’s 
own. He plays them with splendid 
spirit and (particularly in the 
Rondo) a warm sense of the com- 
poser’s personality. The recording 
is good. 


WORKS FOR PIANO AND VIOLONCELLO 


Adagio and Rondo. Gregor Piatigorsky, 
cello, r-8995 — ^$1. [**ff$$]. 

Aided by Ivor Newton’s fine piano- 
playing Piatigorsky does a remark- 
able job of this transcription by him- 
self. These excerpts from the A ma- 
jor violin and piano sonata of 
Weber are played with broad, elo- 
quent tone and impeccable musi- 
cality. 


Andantino. Feuermann, C-69083 — ^$1. 
[**fff$$]. 

There is, remarkably enough, a rasp 
from Feuermann in this perform- 
ance. However, the other measures 
of the work are played with superb 
fluency, lovely tone, and impeccable 
musical feeling. Ivor Newton is the 
expressive pianist. 


SONGS 


Wiegenlied. Lehmann viith insirumen'^ 
tal trio. Z)-20378 — $.50. [*ff$$]. 

The intentions of Lehmann are ad- 


mirable, but she has little aid from 
the engineers in the execution of 
them. 


WEELKES, THOMAS 


Fantosy for o Chest of Viols. Dolmetsch 
Ensemble. C-5714 — $.75. [*ff$$]. 
The tonal thinness of this recording 
does not appeal to me, but the fault 
is doubtless inherent in the instru- 
ments themselves. They are well- 
played. 

As Vesta Was from Latmos Hill Descend- 
ing. St. George^s Singers. 67 - 57 X 7 — 

$.75. 


A BEAUTIFUL job of singing, and a 
satisfying reproduction. 

Hork, All Ye Lovely Saints. Madrigal 
Singers. C-4.166 — ^$.75. [*ff$$]. 

Dull' recording is no enhancement 
of the basically inferior sound of 
this ensemble. However, the spirit 
of the performance is attractive. 


WEINBERGER, JAROMIR 


OPERA 

SCHWANDA 

Polka and Fugue. Harty and the London apolis Symphony Orchestra. V-7$S% 
Symphony Orchestra. 67-68311 — ^$1. — $1. [*^f$$]. 

[**ff$$]. Ormandy and the Minne- I prefer the more Harty (if the pun 
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may be permitted) enthusiasm in the 
English performance, which is genial 
as well as energetic. I also like the 
full robustness of the recording. Or- 
mandy’s effort is a highly creditable 
one, but he is inclined to overdrive 
his orchestra. 

Polka and Furiant*. Blech and the Berlin 
State Of era Orchestra. ^-41 98 — $.75. 
[*f$$]. Lor and Orchestra. D-20002 
— $.50. [*f$$]. The Bohemians. C- 


263 — $.75. W els smann and 

an unidentified orchestra. D-25306 — 

$. 75 . i*mi 

All of these are inferior perform- 
ances (save the one by the Bohe- 
mians) and just as badly recorded. 
The Blech is the choice of a bad lot 
but not one I would recommend, ex- 
cept in an extremity. The Bohe- 
mians play only the Polka, in a salon 
orchestra arrangement. 


ORCHESTRAL WORKS 


Under the Spreading Chestnut Tree. Con- 
stant Lambert directing the London 
Philharmonic Orchestra. V-Set 654 — 
$2.50. [^*ff$$]. Artur Rodzinski and 
the Cleveland Orchestra, C-Set X161 
—$2.50. [^*ff$$]. 

Though the differences of these two 
recordings are not sufficient to be in- 
dicated by my symbols, they assur- 
edly exist. Lambert is favored by a 


clearer acoustical background than 
Rodzinski; his orchestra is more 
brightly, resonantly reproduced. On 
the other hand, there is distinctly 
more inflection in Rodzinski’s phras- 
ing and dynamics. For my part I 
would prefer the better reproduction, 
since this is hardly a work in which 
profundities of expression are all- 
important. 


WEINGARTNER, FELIX 


Liebesfeier; Liebeslied. Herbert Ernst 
Groh, tenor^ voith orchestra led by 
Otto Dohrindt. D-20520 — $.50. 
[**ff$$]. Jessner. F'-iSoyz — $1. 
[**f$$]. 

Groh’s voice is just the flexible or- 
gan this music demands, and he 
sings it with charming sympathy and 


style. However, I cannot enthuse 
about the orchestra led by Dobrindt. 
The Jessner background (under 
Bruno Reibold) is somewhat fuller, 
but her voice has an edgy, shrill 
quality I dislike. She sings only 
^'Liebesfeier.'^ 


WIENIAWSKI, HENRI 


L4gende. Menuhin vnth the Concerts 
Colonne Orchestra directed' by 
Georges Enesco. 1^-15423 — ^$1. 
[**fff$$]. Mischa Elman viith piano. 
r-7649-$i. [**ff$$]. 

I KNOW few persons, other than 
those who have heard this record, 
who can actually say they are ac- 
quainted with the orchestral setting, 
for the piece is invariably heard 
with piano. However, the force and 
conviction of the joint performance 
by Menuhin and Enesco show pre- 


cisely why this is a far superior ver- 
sion of Wieniawski's ideas. The re- 
markable climax on the second side 
is splendidly reproduced, Elman’s is 
the conventional last-group version 
of this piece, played with eminent 
sonority and unequal passion. The 
recording is fair. 

Mazurka in A minor. Lajos Szikra, vio- 
lin. D-20287 — $.50, [^f$$], 

SziKRA's tone is scratchy, the repro- 
duction of it thin. 

Polonaise brillante in A major. Henri 
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Temianka, ‘violin. D-25770 — ^$.75. 

Musically, as well as violinistically, 
this is a credit to Temianka. The re- 
cording is fairly good. 

Polonaise brillante in D major. MilsUin, 
‘violin, ‘with piano. C-69032 — ^$1. 

Heifetz with piano. V- 

15813—$!. 

For the Milstein partisans this 
should indeed be a cherished disk, 
for he plays here with more drive 
and animation than I have ever 
heard him summon in the concert 
hall. The technical detail is excep- 
tionally clear (more so than 
Heifetz’s), the tone of his instrument 
uncommonly solid. 

CONCERTOS 

No. 2 in D minor. Heifetz with the Lon- 
don 'Philharmonic Orchestra directed 
hy Barbirolli. V-Set 275 — ^$3.50. 
[**fff$$]. 

As IN the case of his performances 
of the Glazounow and Vieuxtemps 
concertos Heifetz’s excelling verve 
and violinistic incisiveness are 
blended with a soberness of musical 
feeling that instills new dignity in 
these much-abused works. The or- 

WHITE, 


Scherzo-Tarantelle. Heifetz with piano. 
^-14323—$!. [**ff$$]. Temianka 

with piano'. jD-25770 — ^$.75. [*ff$$]. 
The surpassing grace and fluency of 
Heifetz’s playing beggars compari- 
son. It is also well-recorded. 

Souvenir de Moscou. 'Menuhin with 
piano. 1^-14352— $1. :[**ff$$]. An- 
dreas Weissgerber. D-25236 — ^$.75. 

[*ff$$]. 

Menuhin’s tone is a little woody 
here, but the superb accuracy of his 
performance, its animation and fan- 
tasy are truly disarming. It is in 
every way superior to the one-sided 
version by Weissgerber. 


FOR VIOLIN 

chestra under Barbirolli performs 
admirably, and the recording is so- 
norously ear-filling. 

Romonce only. Milstein, violin, with 
piano. C-69032 — $1. [*ff$$]. 

Neat and fluent as this performance 
is it cannot compare with the more 
ample and expressive one of Heifetz 
in the volume above. The recording 
is fairly good. 


PAUL 


Five Miniatures. Boston **Pops'' Orches- 
tra conducted by Fiedler. 1^-4429 — 
$.75. [^*fff$$]. 

Among these trifles the concluding 
“Mosquito Dance” is a little master- 


piece of humor, played with exactly 
the right shade of spirit by Fiedler 
and his fine band. The recording is 
excellent. 


WILLIAMS, RALPH VAUGHAN 


ORCHESTRAL WORKS 


Fantasia on a Theme by Thomas Tallis. 

Adrian Boult and the BBC String 
Choir. r-Set 769— $2.50. [^^* 11 $$]. 
Boyd Neel and his string orchestra. 
£1-25567-8— $1.50. 

Considering the weight and richness 


of the BBC strings, as well as the 
glowing reproduction of them, the 
added cost of the Boult version is 
well balanced by the merits of the 
performance. Neel knows this music 
intimately (the recording was pre- 
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pared under the composer^s super- Queen*s Hall Orchestra, 0-256^5-6 
vision), but he has inferior means at —$1.50. [**ff$$]. 
his disposal. These are the companion sides to the 

Folk Song Suite. Barlow and the CBS item above, but the orchestral sound 

Symphony Orchestra. C-Set X159 — ^ good deal better balanced and 

$2. satisfying. Wood leads with ener- 

Barlow’s conducting is sympatheti- getic rhythm and a good sense of 

cally tempered to the music, and tonal contrast, 

his orchestra sounds better here than Serenade to Music. Sir Henry Wood 
on most of its disks. with the BBC Orchestra and an en~ 

Greensleeves Fantasia. Reginald Jacques semhle of sixteen British mcalists. 

Orchestra. C-69735 — $1. [**ff$$]. C-Set X121 — $2.50. [**fff$$]. 

Queen's Hall Orchestra led hy Since this work was written by Wil- 

Sir Henry Wood. D-25626 — ^$.75. Hams for Wood’s jubilee and dedi- 

[**ff$$]. cated to him, it is scarcely surprising 

The orchestra directed by Jacques that he performs it with loving care, 

is not so large as Wood’s, and the deep sensitivity, and eloquence. In- 
score is somewhat less respectfully eluded in the vocal ensemble are 

treated, but the better recording and such singers as Norman Allin, 

surfaces are a considerable advan- Muriel Brunskill, Eva Turner, Wal- 

tage. Wood’s performance is able, ter Widdop, Heddle Nash, and Elsie 

but the recording is edgy, the tone Suddaby, chosen, no doubt, because 

quality of the orchestra unpleasant. their careers were correlated with 

Overture to 'The Wasps." Wood and the Wood’s. The recording is very good. 

SYMPHONIES 

"London." Wood conducting the Queen's defined, the brighter sonorities of 

Hall Orchestra. D-25618-22— $3.75. the full orchestra jangly and un- 

[*ff$$]. balanced. As for the surfaces, they 

I HAVE heard more searching per- are intolerably bad. 
formances of this work than Wood’s, In F minor. BBC Orchestra conducted 
which begins affectingly but hurries by the composer. V-Set 440 — ^$4.50. 

its way through the first movement [*^ff$$]. 

to the disadvantage of the music. The composer is his own interpreter 

There is more justice in the follow- here and, on the whole, a capable 

ing sections, but a new recording of one, able to extract vital, poised 

this would indeed be welcome. The playing from his orchestra. The re- 
recording, too, is erratic, for the production is soundly satisfactory, 

opening bass passages are reasonably 

SONGS 

How Can the Tree but Wither?; The cellent English enunciation are thor- 

Water Mill. Nancy Evans with piano. oughly complementary to these songs. 

D-25752 — $.75. [**ff$$]. The recording is quite good. 

Evans’s attractive alto voice, her ex- 

WOLF, HUGO 

The several volumes of the Hugo pressed in this country and are avail- 
Wolf Society recordings, which are able only as importations. Consequently 
almost uniformly superior to the per^ they have been omitted from the alpha- 
formances listed below, have not been betical listing. 
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QUARTET 


Italian Serenade. Budafest Quartet, V- 
^zyi — $.75. [*f$$]. Fritz Stiedry 

conducting an unidentified orchestra, 
D-25259— $.75. [*ff$$]. 

In order to crowd this music into a 
pair of ten-inch sides the Quartet 
chooses a tempo much too fast for 
the music — or it may be that the 
choice of sides was a consequence 


of the speed with which they play 
the music. In any case it is a rare 
example of insensitivity by this 
group. The recording, also, is poor. 
Stiedry uses the Reger version and 
treats it with a good deal of sym- 
pathy, However, poor recording here 
is further dulled by the noisy 
surfaces. 


SONGS 


Ach, im Maien war's. Mark Raphael, 
baritone, nvith piano, C7-DB1234 — 

$.75. [**f$$]. 

This is a singularly poor record to 
head this survey, for Raphael sings 
prosaically, in English, and with a 
stolid, unattractive voice. 

Anakreons Grab. Lotte Lehmann nmth 
Erno Balogh, piano, F-1734 — $.75. 
[*fff$$]. 

Poor balance of piano andVoice (the 
latter is much too near the micro- 
phone) distorts the values of what 
is, on Lehmann’s part, a wonderfully 
tender, understanding performance. 
Her voice is finely reproduced. 
Andenken. Karl Erb, tenor, njoith Bruno 
Seidler-W inkier, piano, ^-4401 — 

$.75. 

Seidler-Winkler’s excellent piano- 
playing is helpful, but it cannot over- 
come the inherent unpleasantness of 
Erb’s strained voice. The recording 
is good. 

Auch kleine Dinge. Lehmann ^ith Paul 
Ulanowsky, piano, r-2031 — $.75, 

[**ff$$]. 

Lehmann’s intonation is not always 
what it might be in this song, but it 
is compassionately delivered. Also 
the balance, with Ulanowsky’s sen- 
sitive piano-playing, is properly 
proportioned. 

Auf ein altes Pild. Lehmann with Ulan- 
owsky, piano. F-2030 — ^$.75. [**f$$]. 
I prefer a man’s voice in this song, 
but the domestic catalogues do not 
offer one. Lehmann’s performance is 
composed but not very illusionary. 
The recording is good. 


Du denkst mit einem Fadchen. Lehmann 
with Balogh, piano, F-iUo — $.75. 
[*fff$$]. 

An impish, fanciful performance, 
marred by the bad balance of voice 
and piano noted previously. How- 
ever, the Lehmann songs of the 1800 
series are superior in this respect to 
those of the 1700, though not so good 
as the 2000 group of her Wolf album. 

Frohe Botschaft. Erb, tenor, with Seidler- 
Winkler, piano, F-4401 — ^$.75. 
[**f$$]. 

To MY ears there is a different re- 
lationship between Erb and the piano 
than on the earlier disk by him, and 
to his advantage. His voice is more 
at ease, though the product of it is 
not a highly persuasive interpreta- 
tion. 

Fruhling iibers Jahr. Lehmann with 
Ulanowsky, piano, F-2029— -$.75. 
[^*ff$$]. 

A DELIGHTFULLY shaded perform- 
ance, with some excellent piano- 
playing by Ulanowsky as an addi- 
tional embellishment. 

Gartner, der. Lehmann with Balogh, 
piano. r-i86o~-$.75. [^ff$$]. 

This is one of the in-between- 
balance Lehmann records, delight- 
fully spirited, though hampered by a 
little vocal tightness. 

Gesang Weylas. Kerstin Thorborg, 
alto, with Leo Rosenek, piano, V- 
16969—$!. [*^f$$]. 

Thorborg’s voice is too voluminous 
for this song, but she has fine feeling 
for its material, and Rosenek’s piano 
support is first-rate. 
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Gesegnet sei. Raphael, haritone, nmth 
piano. 6'-DBi234 — $.75. [*£$$]. 

See comment under *‘Ach, im Maien 
war’s.” 

Heilige Josef singt, der. Elisabeth Schu- 
mann, soprano, njoith piano, i^-1840 — 

$.75. [**£$$]. 

Artifice rather than art dominates 
Schumann’s singing here, resulting 
in constant swells and diminuendos 
that undermine the meaning of the 
music. 

Heimweh ("Wer in die Fremde"). Richard 
Tauber, tenor, nvith orchestra. D- 
20256— $.50. [*ff$$]. 

This is the more familiar of the two 
songs listed under this title here, 
with text by Eichendorff. Tauber 
sings its noble line with fine suavity, 
but the orchestrette that accompanies 
him is doleful indeed. His voice is 
well-reproduced, the orchestrette 
very indistinctly. 

Heimweh ("Anders wird die Welt"). Leh- 
mann fivith Ulanonvsky, piano. V- 
2030— $.75. [**ff$$]. 

Lehmann pronounces the Morike 
text with infinite solicitude and 
phrases the Wolf line beautifully. 
The recording is good. 

Herz, verzage nicht geschwind. Paul Loh- 
mann, baritone, fuoith Michael Rauch- 
eisen, piano. D-20448 — $.50. [*ff$$]. 
Despite a dry, unwieldy voice Loh- 
mann sings expressively and with 
good style. Raucheisen is a little 
loud, and the recording is only fair. 

In dem Schatten meiner Locken. Leh- 
mann twith Baloffh, piano. V-xyz ^ — 

$.75. i * m$i 

A FLAWED recording because of the 
obscurity of Balogh’s piano, but Leh- 
mann performs with immense spirit, 
lovely vocal quality, and cherishable 
humor. 

In der Friihe. Lehmann <with Ulano*wsky, 
piano, r-2029 — ^$.75. [**f$$]. 

This kind of impersonal, objective 
emotion is not the forte of Lehmann, 
who sings it impassively and with 
not much communicative effect. The 
recording is good. 


Mignon. Kerstin Thorborg, alto, nvith 
Leo Rosenek, piano. ^-18079 — $1. 
[**fff$$]. 

The encompassing eloquence of 
Thorborg’s feeling for this music 
renders unimportant her occasional 
deviations from good vocal produc- 
tion or support. All one is conscious 
of, as the music unfolds, is the steady 
concentration of Thorborg’s superb 
faculties on the music, the eagerness 
and justice of her response to it. 
Rosenek collaborates superbly at the 
piano, sharing fully in the splendor 
of this accomplishment. 

Nachtzauber. Raphael, baritone. C- 

DB1234— $.75. rf$$]. 

An attenuated, uninteresting per- 
formance, sung in English with little 
vocal strength or style. 

Peregrina No. 1. Lehmann <wiih Ulan- 
ovjsky, piano. V-zo%x — $.75. [**f$$]. 
I WOULD call the sound of Lehmann’s 
voice here quite ugly, for she must 
call upon her bottom register (which 
is hollow these days) and then on 
her top tones (which are pinched). 

Schlafendes Jesuskind. Schumann, so- 
prano, <with piano. V-1%^0 — $.75. 
[**f$$]. 

A DISTORTED, overslutred perform- 
ance by Schumann, marred by scoop- 
ing and sliding. 

Storchenbotschaft. Lehmann njuith 
Balogh, piano. V-1Z60 — $.75. [^ff$$]. 
Lehmann’s lively sense of delinea- 
tion is most important in her per- 
formance here, making a thoroughly 
delightful thing of it despite the 
pinched tightness of certain tones. 
The recording is fair. 

Ober nacht. Tauber <mth orchestra. D- 
20256 — $.50. [*f$$]. 

A thoroughly unsatisfactory per- 
formance, not recommended. 

Verborgenheit. Hulda Lashanska, so- 
prano, ffjoith Elsa Fiedler, piano. V- 
2028— $,75. [^^f$$]. 

No more than a portion of the rich 
meaning and profundity of this song 
is recreated by Lashanska’s voice, 
which is throaty and unrcsonant in 
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this song. The ensemble with the 
piano is good. 

Verlassene Magdiein, das. Lashanska 
(with Elsa Fiedler, piano, V~202 % — 

$.75. 

There is more justice in Lashanska’s 
treatment of this song, though she 
tends to overdo her dynamic effects. 
The recording is first rate. 
Verschwiegene Liebe. Paul Lohmann, 
baritone^ (with Michael Raucheisen, 
piano, jD -20448 — $.50. 

Considering the fine recordings of 
this song that exist (though not in 


American catalogues), it is deplor- 
able to have no alternative for this 
well-meaning but poorly controlled 
performance. The recording is fair. 

Zum neuen Johr. Karl Erb, tenor, nmth 
Bruno Seidler- Winkler, F-4400 — 
$.75. P*ff$$]. 

The voice of Erb cannot manage 
the tessitura of the song without 
strain, but he re-creates some of the 
magic in the music thanks to the im- 
pelling piano-playing of Seidler- 
Winkler. It is well-recorded. 


WOLF-FERRARI, ERMANNO 


OPERA 

I GIOIELLI DELLA MADONNA 


Intermezzo. Symphony Orchestra con- 
ducted by Nils Gr evil Hus, JD-20238 — 
$.50. [*ff$$]. International Concert 
Orchestra directed by Rosario Bour- 
don, F-3597^—$-75‘ W]. 
Grevillius is well and favorably 
known in this country for his many 
collaborations with Jussi Bjoerling. 
However, the recording of his or- 
chestra is not of the quality Victor 
achieves with Bjoerling, and the 
verdict must be a comparative one 

IL SEGRETO 

Overture. Fiedler and the Boston *^Pops” 
Orchestra, ^-4412 — $.75- [**ff$$]« 

Panizza and Za Scala Orchestra, F- 
9730— $ I. [*ff$$]. Heger and an un- 
identified orchestra, Z)-z5772 — $.75. 
[^ff$$]. 

Were the old Toscanini recording 
still available I should certainly pre- 
fer it to any of those listed here. 
Fiedler’s well-recorded version is 
also slow and unsprightly, a curious 
commentary on work of this conduc- 
tor. Panizza comes closest to the Tos- 
canini spirit and incisiveness, but 
the approach is not close enough 


based on the minimum merits of the 
Bourdon exercise. Grevillius also in- 
cludes the “Apache Dance” from 
the third act of the opera. 

Dance of the Camorristi. Fiedler and the 
Boston **Pops^* Orchestra, ^-43 30— 
$.75. [**ff$$]. 

There is more rhythmic verve in 
this than in Fiedler’s playing of the 
overture below, and it is brilliantly 
reproduced. 

Dl SUSANNA 

for a performance as poorly recorded 
as this one. The Heger is also de- 
ficient in spirit and recorded 
fidelity. 

Gioia, la nube leggera. Lucrezia Bori 
(with orchestra directed by Frank 
Black, r-14616— •$!. [^ff$$]. 
Susanna was a star role for Bori at 
the Metropolitan, but she hardly has 
cooperation enough from the en- 
gineers to point that fact. The or- 
chestra is below par, and the Bori 
voice is no longer the organ (in 
1937) it once was. 
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WOLFF, ERICH 


Album of Eighteen Songs. Ernst JVolff, 
baritone, accompanying himself at 
the piano. C-Set 268 — $4.25. [**f$$]. 
I DO NOT list the contents of this 
album, merely because a studious 
examination of it fails to reveal one 
performance by the current Wolff 


that can be wholeheartedly recom- 
mended. As early as the second note 
of the first song his voice slides from 
the pitch, and it clings to this ratio 
of exactness throughout The re- 
cording is fair. 


YSAYE, EUGENE 


Sonata No. 1. Efrem Zimbalist. V~Set 
669— $2.50. p*ff$$]. 

To Zimbalist’s affection for this 
score (demonstrated on frequent oc- 
casions in public) may be attributed 


its presence in the catalogue. He 
plays it with enthusiasm and sturdily 
mustered skill. The recording is 

good. 


ZIMBALIST, EFREM 


Quartet in E minor. Gordon String Quar- 
tet. S-Set 6— $6. P*ff$$]. 

The Gordons play the Tchaikov- 
skyish work of their colleague and 
contemporary with evident enthu- 
siasm, plentiful skill, and cohesive 


ensemble. However, the thinnish 
tone of the ensemble is even ac- 
centuated by the clear but brittle 
recording. The surfaces have more 
hiss than suits ray taste. 


INDEX OF PERFORMERS AND PERFORMING GROUPS 


Aachen Cathedral Choir, 88 
Abendroth, Hermann, conductor, 72, 

m> 43^^ 

Aeolians, The, 121, 343 
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128, 157, 162, 213, 231, 232, 243, 308, 
309, 331, 4^3, 424, 426, 427, 429, 43i» 
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Seinemeyer, Meta, soprano, 203, 204, 
»73, 308, 337, 361, 399, 4^5, 439, 458 
Senatra, Armida, violin, 39, 169, 343, 
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Sitwell, Edith, narrator, 461 
Slonimsky, Nicholas, conductor, 206, 

Smallens, Alexander, conductor, 153, 
154, 155, 305, 339, 43a 
Smit, Josef, viola da gamba, 230 
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35, <53, 65, 69, 7^, 9^1 *08, 139, x88, 

239, 250, 264, 265, 285, 303, 304, 324, 
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467 


INDEX 


493 


Temple Church London Choir, 9, 386 
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Wy 472 

Wolff, Ernst Victor, piano, harpsichord, 
7, 8, 18, 22, 24, 26, 30, 77, 78, 79, 89,' 
142, 180, x88, 198, 2S2, 284, 354, 419 
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